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ABSTRACT	
	
Ornamental	Hallucination	 proposes	 to	 reconstruct	 a	 polyphony	of	 ancient	 Pagan	 symbols	 as	
feminist	archetypes	to	disrupt	hegemonic	narratives.	With	the	potential	to	transform	reality	it	
pronounces	the	importance	that	art	has	to	reinstate	the	values	of	creativity	and	the	imagination,	
envisioning	new	ways	of	 looking	 at	 ourselves	 in	 the	world,	 and	 the	possibility	 for	 change.	 It	
outlines	the	power	obsessed	play	of	mass	culture’s	construction	of	manufactured	consent	by	
the	 barrage	 of	 twenty-four	 hours	 per	 day	 of	 advertising,	 news	media	 and	 entertainment.	 It	
asserts	that	the	ideas	of	the	psychedelic	experience,	which	sprang	from	the	counter-culture	of	
‘the	1960’s’	are	one	way	to	liberate	the	mind	from	the	trap	of	hegemonic	thinking.	It	claims	that	
as	artists	are	on	the	periphery	of	society,	art	is	unlike	any	other	discipline	and	therefore	able	to	
take	on	absurd	theories	as	a	way	of	critiquing	the	machinations	of	established	thought.			
	
Ornamental	Hallucination	examines	the	revival	of	the	feminine	principle	through	a	psychedelic	
framework	 that	 links	us	 to	nature,	or	as	Terence	McKenna	 says,	 to	Gaian	 consciousness,	 via	
ancient	 shamanic	 practices	 and	 the	 invention	 and	 construction	 of	 positive	 and	 mythically	
empowered	feminine	role	models	as	a	guide	for	the	soul,	breaking	down	binary	thinking	and	
reconnecting	psychically	to	our	ancestry,	to	our	bodies	and	lived	and	shared	experience.	
	
Using	examples	of	my	work,	 I	 trace	a	 lineage	with	other	 feminist	artists,	 linking	 them	to	 the	
theme	of	archaic	revival.	Pagan	feminine	symbols	are	interpreted	for	a	contemporary	lexicon	
placing	art	 in	ritualistic	context	and	appointing	it	the	role	of	historical	corrective	to	the	ills	of	
cultural	engineering.	
	
Ornamental	Hallucination	 in	 its	physiological	dimension	comprises	of	 four	 large	 freestanding	
ceramic	 sculptures,	 one	 candelabra	 wall	 piece,	 a	 wall	 painting	 and	 a	 performance	 with	 a	
costume	made	from	ceramic,	 found	objects,	 textile	and	cow	horn.	All	ceramics	are	 fired	and	
painted	in	oil.	
	
	
	 	 	
	 1	
INTRODUCTION	
	
Despite	the	evident	ability	of	 ‘schizophrenic	capitalism’1	to	absorb	all	resistances	into	its	own	
system	of	oppression,	it	remains	for	the	sphere	of	art	to	envision	fantasies	of	liberation.	
	
My	research	paper	references	an	imagined	moment	of	freedom:	before	we	fell	into	history;	a	
speculative	 theory	 of	 evolution	 when	 the	 ordinary	 momentum	 of	 primate	 evolution	 was	
interrupted.	 I	will	 use	 the	 thinking	 of	 Terence	McKenna	who	 proposes	 the	 imagination	 as	 a	
portal	into	the	repressed	psychic	and	mystical	nature,	that	I	frame	as	the	‘feminine	principle.’	
And	with	 unabated	 access	 to	 it,	 acts	 as	 a	 liberator	 from	 the	 oppressive	 social	 constructs	 of	
Western	materialist	and	rationalist	thinking.	The	‘Psychedelic’	is	to	be	understood	not	so	much	
in	 terms	 of	 advocacy	 of	 use	 of	 plant	 hallucinogens	 as	 such,	 but	 for	 the	 concerns	 of	 its	
philosophical	and	sociological	implications.	
	
One	 such	 example,	 which	 is	 featured	 in	Ornamental	 Hallucination,	 is	 the	 theory	 of	 human	
evolution	 by	 maverick	 thinker	 Terence	 McKenna,	 where	 he	 describes	 in	 his	 book,	 Archaic	
Revival,	that	we	evolved	from	aggressive	male	dominating	primates	to	a	state	of	gender	equality	
and	partnerships	via	the	eating	of	the	hallucinogenic	plant	based	compound,	psilocybin.	He	lays	
out	 that	 the	effect	of	 ingesting	psilocybin	mushrooms	over	 time	resulted	 in	 the	dissolving	of	
boundaries,	the	suppression	of	the	ego	and	hence	suppression	of	male	dominant	hierarchies.		
	
McKenna’s	 hypothesis	 is	 that	 we	 need	 a	 new	 perspective	 on	 consciousness	 by	 anchoring	
ourselves	to	a	prehistoric	time	when	we	as	a	society	were	last	in	balance	and	harmony	with	the	
earth	 and	 with	 ourselves.	 Ornamental	 Hallucination	 explores	 the	 mythic	 imagination,	
representing	 the	 feminist	 experience	 as	 alternative	 to	 masculine	 hegemony	 and	 layering	
prehistoric	representations	into	an	embodied	presence;	maintaining	a	continuous	flow	between	
reality	and	imagination.	
	
Throughout	the	Christian	epoch,	state	and	religion	reigned	and	tyrannised	throughout	Western	
society,	 suppressing	women’s	medical	practices	 through	persecution	which	 resulted	 in	witch	
hunts,	torture	and	usurping	of	their	inherent	psychic	autonomy,	as	well	as	the	connection	to	the	
body,	to	the	earth	and	the	long	link	to	the	Pagan	tradition.		
																																								 																				
1			Gilles	Deleuze,	Felix	Guittari,	Anti-Oedipus:	Capitalism	and	Schizophrenia,	London	Continuum,	2004.	
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I	endeavour	to	plot	out	the	misrepresentation	and	marginalisation	of	women	in	art	and	Christian	
iconography,	arguing	for	feminist	commitment	to	asserting	diversity	and	difference	as	a	positive	
and	 alternate	 value	 through	 the	 propagation	 of	 representations	 of	 feminine	 archetypes,	
mythology,	and	the	inversion	of	negative	representations	of	women.	Ornamental	Hallucination	
is	to	be	understood	as	a	construction	of	a	mythic	prehistory.	Witchcraft,	hallucination	and	Pagan	
ornamentation	suggest	another	narrative	which	may	reveal	the	repressed	feminine.	
	
Sexuality	is	a	powerful	agent	for	autonomy	and	the	suppression	of	the	instincts	for	the	sake	of	
civilisation	has	an	enormous	cost	to	the	human	condition.	I	analyse	the	important	role	feminism	
and	art	has	in	making	the	body	a	political	site	of	engagement	with	claiming	authority	over	one’s	
sexuality	 and	 focus	 on	 contemporary	 performing	 artist	 Betty	 Grumble	 as	 an	 agitator	 in	 the	
politics	of	sexuality,	who	inverts	representations	of	the	female	as	other.			
	
The	role	that	art	and	artists	have	as	antennas	for	the	future	to	activate	and	resist	the	dominant	
paradigm	of	the	predatory	advances	of	the	capitalist	‘spinning	machine’	and	to	envision	utopias,	
are	 the	 seeds	 of	 revolutionary	 change.	 Human	 evolution	 could	 be	 on	 the	 brink	 of	 another	
change:	‘to	reclaim	your	mind	and	get	it	out	of	the	hands	of	the	cultural	engineers	who	want	to	
turn	you	into	a	half-baked	moron	consuming	all	this	trash	that's	being	manufactured	out	of	the	
bones	of	a	dying	world’.2		
	
	
	
	
	 	
																																								 																				
2			Terence	McKenna,	“A	Psychedelic	Point	of	View”,	video,	1:12,	
https://www.youtube.com/watch?v=_NcIGeWlkrY.	
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CHAPTER	ONE:	PSYCHEDELICS	AS	A	FORM	OF	RESISTANCE	
	
This	chapter	will	examine	the	psychedelic	experience	as	a	method	and	philosophical	framework	
for	the	flowering	of	the	imagination	and	the	feminine	principle	and	as	a	political	act	of	resistance	
to	 the	manipulative	 drives	 of	 consumer	 Capitalism’s	 social	 structure.	 Artists,	 in	 a	 peripheral	
position	to	the	constrains	of	institutional	rules,	are	at	liberty	to	enquire	into	ideas	that	might	be	
considered	 absurd	 or	 ungrounded.	 Among	 the	 more	 notable	 advocates	 of	 the	 use	 of	
psychedelics;	Aldous	Huxley,	Terence	McKenna	and	Daniel	Pinchbeck,	it	is	the	ideas	of	Terence	
McKenna	 that	 will	 be	 the	 primary	 focus.	 I	 conclude	with	 the	 invention	 and	 construction	 of	
positive	and	mythically	empowered	feminine	role	models.	
	
The	 term	 psychedelic	 according	 to	 the	Oxford	Dictionary	 is	 derived	 from	 the	 Ancient	 Greek	
words,	 ‘psyche’;	mind,	 soul	 and	 ‘delos’;	 clear,	manifest.3	The	 term	means	 ‘mind-manifesting’	
with	the	implication	being	that	psychedelics	can	access	and	develop	unlocked	potentials	of	the	
human	mind.	The	late	McKenna	used	the	metaphor	that	‘psychedelics	are	to	psychology	what	
telescopes	in	the	sixteenth	century	were	to	astronomy,	they	are	powerful	agents	for	uncovering	
the	structure	and	potential	of	the	human	mind’.	4	But	beyond	a	wonderful	tool	for	self-discovery	
it	acts	as	a	determiner	that	promotes	dreaminess	and	an	abiding	in	the	imagination	that	‘is	the	
stuff	of	romantic	poetry,	rather	than	the	stuff	of	the	modern	assembly	line’.5		
	
McKenna,	 the	most	 infamous	 exponent	 on	 the	 use	 of	 psychedelics	 of	 the	 late	 20th	 century	
bemoaned	the	 lack	of	agency	 to	dream	 in	 today’s	world.	Dreaming,	 imagining,	creating	your	
own	culture	has	become	an	impossible	pursuit	in	this	current	information	age	of	24	hour	a	day	
internet,	TV,	movie,	news	of	manufactured	culture.6	
	
																																								 																				
3				Oxford	Dictionary	of	English	(Ed.3)	United	Kingdom:	Oxford	University	Press,	2010.		
4				Terence	McKenna,	Archaic	Revival:	Speculations	on	Psychedelic	Mushrooms,	the	Amazon,	Virtual	
Reality,	UFO’s,	Evolution,	Shamanism,	the	Rebirth	of	the	Goddess,	and	the	End	of	History.	(San	
Francisco:	Harper,	1993.),	9	
5				“McKenna	talks	about	Marijuana”.	Audio	Recording	1:17:58,	17	July,	2013	
https://www.youtube.com/watch?v=vhoXtVP2koo	
6					McKenna,	“A	Psychedelic	Point	of	View”,	“We	have	to	create	culture,	don't	watch	TV,	don't	read	
magazines,	don't	even	listen	to	National	Public	Radio.	Create	your	own	road	show.	The	nexus	of	
space	and	time	where	you	are	now	is	the	most	immediate	sector	of	your	universe,	and	if	you're	
worrying	about	Michael	Jackson	or	Bill	Clinton	or	somebody	else,	then	you	are	disempowered,	
you're	giving	it	all	away	to	icons,	icons	which	are	maintained	by	an	electronic	media	so	that	you	want	
to	dress	like	X	or	have	lips	like	Y.	This	is	shit-brained,	this	kind	of	thinking,	that	is	all	cultural	
diversion.	And	what	is	real	is	you	and	your	friends	and	your	associations,	your	highs,	your	orgasms,	
your	hopes,	your	plans,	your	fears”.	
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I	propose	that	the	psychedelic	experience	invokes	an	alternative	frame	of	mind	that	awakens	
the	 realization	 that	 ‘all	 is	 not	 well	 with	 the	 sunny	 world	 of	 materialism	 and	 scientific	
rationalism’.7	As	 an	 artist,	 one	 is	 peripheral	 to	 the	 capitalist	 system,	 one	 has	 the	 luxury	 to	
entertain	outmoded	ideas	of	any	persuasion,	theory	or	notion	and	bring	them	into	the	future,	
whereas	the	culture	of	Advanced	Capitalism8	is	obsessed	with	production	of	the	new	and	with	
obsolescence.	In	philosophy,	the	psychedelic	as	a	field	of	study	would	be	problematic	because	
of	the	lack	of	legitimacy,	whereas	artists	are	free	and	like	bowerbirds	can	pick	what	we	need	
from	 various	 things.	 Antonio	 Gramsci	 wrote	 about	 the	 idea	 of	 counter-hegemonic	 struggle	
‘advancing	 alternatives	 to	dominant	 ideas	of	what	 is	 normal	 and	 legitimate’.9	I,	 too,	 see	 the	
importance	 of	 entertaining	 an	 alternative	 to	 dominant	 power	 structures,	 in	 this	 case	 the	
constructs	of	Western	materialist	thinking.		
	
In	Anne	Primavesi’s	book	Sacred	Gaia10,	she	talks	about	the	hierarchical	ordering	of	Western	
theological	 thinking	 that	 places	 women,	 children,	 plants	 and	 animals	 at	 the	 bottom	 of	 the	
pyramid.	This	kind	of	thinking	has	built	up	over	the	millennia	and	has	steered	to	the	gradual	
‘degradation	 of	 the	 biophysical	 environment’. 11 	Making	 art	 that	 has	 mythic	 connection	 to	
Paganism	 is	 relevant	 to	 the	 revaluation	of	 nature	 as	 it	 folds	 into	 the	destruction	of	modern	
industrialism.	
	
Hierarchical	power	structures	have	the	agenda	of	amassing	wealth	in	the	hands	of	few.	In	the	
book,	A	Brief	History	of	Neoliberalism,	David	Harvey	sums	up	the	policy	makers’	agenda	across	
Europe	and	America	as:	‘neoliberal	agenda	is	a	construction	or	a	restoration	of	a	dominant	class	
power…they	seek	legitimacy	for	that	power,	as	well	as	social	control	through	construction	of	a	
climate	of	consent	around	a	coherent	set	of	moral	values’.12		
	
Our	minds	have	been	colonized	by	digital	technologies	and	corporate	propaganda	that	produces	
a	manufactured	way	of	thinking	as	part	of	the	corporate	machine	that	drives	class	division	and	
economic	exploitation;	as	Friedrich	Engel’s	 famously	 stated;	 ‘false	consciousness	would	keep	
																																								 																				
7				McKenna,	Archaic	Revival,	9.	
8				Rosi	Braidotti,	Rick	Dolphijn	The	Deleuzian	Century;	Art,	Activism,	Life	Brill	Rodopi	Leiden/Boston,	19	
9				Andrew	Heywood.	Political	Ideas	and	Concepts:	An	Introduction,	(London:	Macmillan,	1994),	85	
https://www.powercube.net/other-forms-of	-power/gramsci-and-hegemony/	
10			Anne	Primavesi,	Sacred	Gaia:	Holistic	theology	and	earth	system	science.	(London	and	New	York:	
Routledge,	2000)	foreword	
11			ibid.,	128	
12			David	Harvey,	A	Brief	History	of	Neoliberalism,	(United	Kingdom:	Oxford	University	Press,	2005),	83.	
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the	working	 class	 from	 recognizing	 and	 rejecting	 their	 oppression’.13	Ann	Cvetkovich	 says	 in	
Depression:	 a	 public	 feelings	 project,	 the	 economic	 exploitation	 of	 neoliberalism	 causes	 us	
depression.	We	are	subject	to	external	pressures	that	create	the	conditions	for	which	we	find	
our	 internal	 selves	 in.	 She	 writes:	 ‘think	 about	 anxiety/depression	 as	 a	 cultural	 and	 social	
phenomenon	 rather	 than	 a	 medical	 disease’. 14 	It	 is	 more	 profitable	 within	 a	 neoliberal	
framework	 for	 the	 individual	 to	 personalise	 disease,	 so	 government	 can:	 ‘rid	 itself	 of	 any	
obligation	whatsoever	to	provide	for	the	welfare	of	its	citizens’.15		
	
‘The	engineering	of	consent’	is	an	ideology	that	the	nephew	of	Sigmund	Freud	invented	in	his	
1928	 book,	 Propaganda. 16 	In	 this	 highly	 influential	 work	 he	 writes:	 ‘If	 we	 understand	 the	
mechanism	and	motives	of	the	group	mind,	is	it	not	possible	to	control	and	regiment	the	masses	
according	to	our	will	without	their	knowing	it’?	17	Since	the	onset	of	the	early	20th	century	the	
notion	of	propaganda	was	replaced	with	a	seemingly	more	neutral	term	‘public	relations’	and	is	
the	impetus	behind	mainstream	hegemonic	culture,	such	as	advertising,	television	soap	operas,	
Hollywood	 films,	news	media,	newspapers,	magazines,	public/private	 radio.	With	 inane	non-
sense	and	fear	driven	messages	in	the	form	of	entertainment	and	news,	it	shoots	out	twenty-
four	hours	per	day	propaganda,	infecting,	distracting	and	polluting	the	minds	of	people	globally.	
Its	 primary	 goals	 are	 for	profit	 and	 require	 the	manipulation	of	 our	 identities	 and	 individual	
motivations,	so	as	to	maintain	the	values	of	modern	industrialism.	The	effects	of	this	system	are	
felt	as	a	society	in	what	Ann	Cvetkovich	calls	‘political	depression’18	and	considers,	‘the	idea	that	
feeling	bad	constitutes	the	lived	experience	of	neoliberal	capitalism’.19	
	
In	the	light	of	all	that	has	been	said	here,	one	could	argue,	the	way	hegemonic	power	hierarchies	
operate,	 that	we,	 the	 people	 are	 at	war	 to	 safeguard	 the	 sovereignty	 of	 our	minds.	 Artists,	
makers	and	thinkers	live	in	tandem	with	the	mainstream	of	society,	but	now,	more	than	ever,	
one	 has	 to	 arm	 oneself	 with	 presence	 of	 mind;	 this	 is	 our	 only	 true	 and	 possible	 form	 of	
resistance.	One	must	create	and	bring	intelligent,	reflective	and	beautiful	ideas	into	the	world.	
Truth	and	freedom	were	once	noble	ideas,	but	these	words	have	been	‘re-territorialised’20	for	
political	gain.		
																																								 																				
13			Heywood,	85.	
14			Ann	Cvetkovich,	Depression:	A	Public	Feelings	Project,	(Durham,	Duke	University	Press	2012),	1.			
15			Harvey,	A	Brief	History	of	Neoliberalism,	153.		
16			Edward	Bernays,	Propaganda,	(Brooklyn,	NY:	IG	Publishing,	1928)	title.	
17			ibid.,	47	
18			Cvetkovich,	Depression,	1.	
19			ibid.,	summary	
20			Rosi	Braidotti,	Rick	Dolphijn,	The	Deleuzian	Century:	Art,	Activism	and	Life,	(Leiden/Boston:	Brill	
Rodopi,	2014)	19.	
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But,	how	does	one	gain	access	to	a	clear	mind?	Psychedelics	are	one	way	and	McKenna	would	
say,	the	fastest	way	to	transform	your	conditioned	mind	out	of	its	prison	confines	and	regain	
clarity	 of	 one’s	 position	 in	 the	 world.	 There	 is	 growing	 scientific	 evidence	 now	 that	 the	
psychedelic	 compound	 psilocybin	 is	 an	 unprecedented	 cure	 for	 depression,	 by	 resetting	 the	
brain’s	neural	pathways.21			
	
In	 the	 21st	 century	 there	 has	 been	 a	 resurgence	 in	 the	 knowledge	 of	 Amazonian	 shamanic	
ceremonies,	 using	 the	 plant	medicine,	 ayahuasca.22		 Thousands	 flock	 to	 the	 Amazon	 in	 the	
hopes	to	heal	ailing	minds,	body	and	spirit.	The	ayahuasca	plant	medicine	is	a	concoction	made	
from	two	plants,	picked	fresh,	pummelled	and	brewed	over	a	hot	stove	for	some	time.	It	is	then	
sipped	 and	 traditionally	 taken	 in	 the	 dark	 of	 night,	 with	 the	 assistance	 of	 an	 experienced	
shaman.	The	medicine	 is	 referred	 to	within	 these	ceremonies	as	 ‘Mother	Gaia,’	The	Shaman	
speaks	about	‘her’	as	a	great	deity	who	will	enter	your	body	with	the	drink	and	weave	in	her	
message	to	your	soul.	A	Western	materialist	view	would	reduce	it	 into	chemical	components	
and	use	 language	 that	would	demean	 it	 as	a	dangerous	hallucinogen.	 I	 have	 twice	attended	
ceremonies.	There	was	song	and	gentle	reverence	safeguarding	the	passage	of	the	attendees	
with	nurture	and	kindness.	I	experienced	a	message,	about	loving	the	people	around	me	and	
extending	that	love	from	one	close	family	member	to	another	and	finally	to	everyone,	including	
those	I	most	resist	to	forgive.	It	taught	me	what	I	needed	to	learn	at	that	moment	and	the	second	
time	was	completely	different.	It	felt	like	meeting	with	a	great	nurturing	mother,	and	months	
later	it	was	still	synthesising	throughout	my	life.	This	I	believe	was	a	profound	connection	to	a	
feminine	principle.	 It	 transferred	 knowledge	 to	me	 that	my	ego	defences	hadn’t	 allowed	 in.	
There	was	an	overall	connection	with	the	group,	a	voice	speaking	through	an	unconscious	realm.	
I	was	in	a	half	waking	state	in	a	darkened	room.	It	was	an	archetypal	experience	of	the	feminine	
principle	or	the	anima.	Carl	Jung	speaks	of	the	anima	as	all	that	is	associated	with	the	soul,	with	
the	 dream	 realm,	 with	 emotions,	 wisdom	 and	 intuition.	 It	 is	 a	 very	 magical	 ‘human	
consciousness	still	wholly	bound	to	nature’.23	
	
The	archaic	mind,	according	to	McKenna,	understands	that	nature	is	conscious.	Nature	is	alive.	
Nature	is	an	organism	full	of	intent.	The	goal	of	the	archaic	mind	is	to	connect	with	and	align	
																																								 																				
21			Ryan	O’Hare,	Magic	Mushrooms	may	reset	the	Brains	of	Depressed	Patients,	Imperial	College	
London,	13	October	2017,	
https://www3.imperial.ac.uk/newsandeventspggrp/imperialcollege/newssummary/news.	
22			Daniel	Pinchbeck,	Breaking	Open	the	Head	(New	York:	Broadway	Books,	2002)	255.	
23			C.G.	Jung,	The	Archetypes	and	the	Collective	Unconscious,	(London:	Routledge,	1959),	25.	
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itself	to	this	greater	Gaian	holism,	which	is	sometimes	called	‘spirit’.24	The	decision	to	view	the	
world	as	inanimate	according	to	Cartesian	rationalism	allowed	us,	McKenna	says,	to	dissect	it,	
to	use	it,	and	deny	its	validity	outside	of	human	purpose.25	Now	the	consequences	of	this	kind	
of	thinking	are	coming	back	to	haunt	us,	having	almost	destroyed	the	earth.	The	archaic	holds	
the	answers.	But	only	if	we	are	willing	to	see	the	universe,	the	earth,	as	a	living	intelligent	entity	
in	 which	 we	 are	 in	 partnership	 –	 not	 set	 against.	 But,	 he	 says,	 that	 we	 are	 a	 part	 of	 a	
morphogenetic	intent	and	an	unfolding	reality	that	is	larger	than	human	understanding.26	
	 	
																																								 																				
24			McKenna,	Archaic	Revival,	45.	
25			McKenna,	“Psychedelics,	Science	and	Materialism”,	video,	10:08,	
https://www.youtube.com/watch?v=swZp4HrSkdw	
26			ibid.	
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THE	GOLDEN	FLOWER	POT:	A	PSYCHEDELIC	TEMPLE	
	
	
Figure	1.			Cybele	Cox	and	Ali	Noble,	The	Golden	Flower	Pot:	a	psychedelic	temple,	2016	Strange	
Neighbour	
	
The	collaborative	project:	The	Golden	Flower	Pot:	A	Psychedelic	Temple27	was	an	exhibition	that	
attempted	 to	 evoke	 the	 repressed	 feminine	 of	 an	 imagined	 religious	 ceremonial	 space.	 (fig.	
1)	During	the	days	leading	up	to	the	opening	of	the	show,	there	were	several	Melbourne	artist	
volunteers	who	gave	their	time	to	help	with	the	installation	and	conversations	emerged	about	
political	and	aesthetic	concerns.	This	 idea	of	the	feminine,	the	sacred	goddess,	the	forgotten	
ancient	 rituals	 around	 menstruation	 blood	 and	 birthing	 positions	 was	 reawakening	 in	 the	
imaginations	 of	 this	 next	 generation	 of	 artist	 volunteer,	 as	 it	 was	 in	 the	 second	 wave	 of	
Feminism,	which	I	will	discuss	at	length	in	chapter	two.	
	
One	of	the	volunteers,	Paulina	Hupe,	is	a	Melbourne	artist	who	works	with	her	body,	ritual	and	
occult	knowledge.	Her	photographic	performance	work	with	painted	bodies	in	white	has	similar	
																																								 																				
27			Cybele	Cox	and	Ali	Noble,	The	Golden	Flower	Pot:	Psychedelic	Temple,	collaborative	exhibition	at	
Strange	Neighbour,	2016.	
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ties	to	the	white	statues	and	figures	of	my	work	(figs.	4,	6	&	24).	Her	rubbing	of	menstrual	blood	
over	her	naked	painted	body	(fig.	2)	evokes	a	feminine	ancient	ritual,	designed	to	empower	the	
potent	symbolism	of	reproduction,	birthing	and	open	fleshy	vaginas.	28		She	and	I,	upon	chatting,	
saw	a	correlation	between	what	I	was	trying	to	evoke	with	a	dedicated	space	of	the	temple	and	
her	visceral	ritual	-	a	fantasy	of	where	‘woman’s	business’	such	as	hers	might	happen.		
	
	
Figure	2.		Paulina	Hupe,	Sanguis	Sanctus,	2017,	still	4:44	min	video,	courtesy	of	the	Artist	
	
This	 kind	 of	 visceral	 performance	work	 has	 its	 roots	 in	 the	 1970’s.	Most	 notable	 is	 Carolee	
Schneemann’s	 Interior	Scroll	 (fig.	3)	where	 the	artist,	 standing	naked	pulls	 from	her	vagina	a	
handwritten	scroll	and	reads	it	aloud.	Schneemann	writes	in	The	Obscene	Body/Politic:	‘I	didn’t	
want	to	pull	a	scroll	out	of	my	vagina	and	read	it	in	public,	but	the	culture’s	terror	of	my	making	
overt	what	it	wished	to	suppress	fuelled	the	image;	it	was	essential	to	demonstrate	this	lived	
action	about	‘vulvic	space’	against	the	abstraction	of	the	female	body	and	its	loss	of	meaning’.29			
	
The	 link	 between	 these	 two	 artists	 and	 myself,	 while	 the	 form	 is	 different	 is	 the	 essential	
connection	to	the	body	and	the	feeling	of	being	in	the	body.	Imagining	a	feeling	of	complete	
embodiment;	to	be	fully	in	the	body,	creating	an	experience	that	comes	from	lived	experience	
was	only	made	possible	for	me	through	the	psychedelic	experience.	
	
																																								 																				
28			Paulina	Hupe,	https://www.cargocollective.com/paulinahupe/SANGUIS-SANCTUS	
29			Quinn	Moreland,	“Forty	Years	of	Carolee	Schneemann’s	Interior	Scroll”	
https://hyperallergic.com/232342/forty-years-of-carolee-schneemanns-interior-scroll/	
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Figure	3.		Carolee	Schneemann,	Interior	Scroll,	1975	Women	Here	and	Now,	East	Hampton	NY	
	
It	shifted	my	focus	and	placed	emphasis	exactly	where	I	was,	this	body	present.	In	Spirit	Wee	
(fig.	3)	it	is	a	quest	to	portray	the	body	in	its	natural	element,	the	action	of	urinating.	
	
SPIRIT	WEE	
The	work	 Spirit	Wee	 was	 conceived	when	watching	my	 lover	 drinking	 lots	 of	water,	 always	
needing	to	go	to	the	toilet	and	pissing	in	the	room	to	avoid	seeing	a	flat	mate.	The	sight	of	a	
body	crouched,	pissing	into	a	bowl	just	looked	so	beautiful,	natural	and	right,	not	abject.	It	is	a	
more	sensual	way	of	viewing	the	body,	doing	its	bodily	thing.		
	
Spirit	Wee	is	white	glazed	ceramic	with	gold	lustre,	crouched	to	the	floor,	evoking	connection	to	
the	 earth	 and	 one’s	 bodily	 nature.	 The	 white	 glaze	 and	 gold	 lustre	 as	 well	 as	 the	 refined	
modelling	of	figurative	form	are	inspired	by	Meissen	Porcelain	(fig.	5).	I	like	the	irony	of	using	
these	stylistic	tropes	along	with	the	bodily	freedom	of	crouching-down-to-the-floor-to-piss	of	
the	subject.	It’s	a	low-class	act.	Whereas	Meissen	Porcelain	nearly	always	depicted	folk	scenes,	
frilly	dresses	and	cupids.	These	kinds	of	subjects	were	pleasing	to	an	elite	class	of	aristocrats	
reflecting	their	privileged	life.	The	title	Spirit	Wee	is	felt.	I	cannot	make	anything	that	a	certain	
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amount	of	cathartic	feeling	hasn’t	gone	into.	Catharsis	is	necessary	in	being	able	to	confront	the	
shame	of	the	expression	of	the	body,	as	‘ontological	desire’.30		
	
My	work	is	built	on	the	fantasy	of	constructing	an	imagined	feminine	principled	religion	where	
the	essence	of	symbols	is	feminine,	such	as	the	Baubo	(figs.	23	&	24),	and	The	Sheela–Na–Gig	
(figs.	27	&	28),	that	I	will	talk	about	later.	The	ambience	of	a	space	filled	with	statues	from	an	
ancient	world	evokes	a	primal	response	in	the	senses.	It	is	an	environment	that	is	pregnant	with	
ritual	 and	 ceremony;	 a	 space	 for	 coming	 together.	Ornamental	 ceramics	 and	 sculptural	wall	
pieces	create	 the	psychedelic	 temple	giving	voice	 to	 the	current	zeitgeist	of	artists	 seeking	a	
more	authentic	and	sincere	position	to	their	work,	after	several	decades	of	a	post-modernist	
ironic	 haze.	31	The	 point	 being	 that	 irony	 in	 art	 is	 an	 anathema	 to	 a	 position	 for	 a	 renewed	
spiritual	 value	 and	 one	 of	 sincerity	 in	 seeking	 feminine	 energy,	 of	 looking	 inward	 towards	
spirituality	and	imbuing	utopian	states.		
	
Figure	4.	 	Cybele	Cox	Spirit	Wee	hand	built	ceramic,	porcelain	slip,	majolica,	gold	lustre,	wig	by	Bronte	
Adney,	36	x	70	x	37	cm	The	Golden	Flower	pot;	Psychedelic	Temple,	2016	at	Strange	Neighbour		
																																								 																				
30			Rosi	Braidotti,	Metamorphoses:	Toward	a	Materialist	Theory	of	Becoming,	22	
31			Whereas	postmodernism	was	characterised	by	deconstruction,	irony,	pastiche,	relativism,	nihilism,	
and	the	rejection	of	grand	narratives	(to	caricature	it	somewhat),	the	discourse	surrounding	
metamodernism	engages	with	the	resurgence	of	sincerity,	hope,	romanticism,	affect,	and	the	
potential	for	grand	narratives	and universal	truths,	whilst	not	forfeiting	all	that	we’ve	learnt	from	
postmodernism.	https://www.metamodernism.com/2015/01/12/metamodernism-a-brief-
introduction/ 
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The	impulse	is	to	connect	with	a	dream	state	of	animal/human	hybrid	nature,	a	feminine	energy	
that	 has	 at	 its	 core,	 a	 need	 to	 express	 the	 spiritual.	 Lucy	 Lippard	 writes	 in	 Overlay,	
‘Contemporary	artists	attraction	to	ancient	images	and	periods	that	invoke	the	nostalgic	dream	
for	a	different	life	that	offered	a	social	life	simpler	and	more	meaningful	than	our	own’.	32	This	
is	the	impetus	behind	Terence	McKenna’s	utopian	vision	of	going	back	in	human	history	to	a	
time	when	humans	were	more	balanced	and	in	harmony	with	nature.	Indeed,	the	initial	decision	
to	work	with	ceramics,	had	a	nostalgia	for	an	ancient	tradition	and/or	impulse	to	work	with	the	
earth.	
	
Hand	 built	 ceramic	 sculptures	 coated	 in	 white	 and	 gold,	 which	 are	 traditionally	 colours	
associated	with	Meissen	 porcelain,33	made	 for	 the	 ruling	 class	 private	 collections,	mark	 the	
aesthetic	of	these	forms	(fig.	5).		
	
	
Figure	5.	A	Pair	of	Meissen	Porcelain	Candelabra,	Diana	with	two	dogs,	Venus	with	Cupid,	on	scroll	
moulded	 bases,	 late	 19th/early	 20th	 century,	 30.5cm	 high.	 The	 Auction	 Centre,	 Leyburn,	
North	Yorkshire	
	
These	 particular	 aesthetic	 concerns	 are	 not	 associated	 with	 Rococo	 beauty,	 but	 reference	
refined	 ornamentation.	 ‘In	 many	 natural	 objects,	 whiteness	 finely	 enhances	 beauty,	 as	 if	
																																								 																				
32			Lucy	Lippard,	Overlay.	(New	York:	The	New	Press,	1983),	4.	
33			Thessaly	La	Force,	“The	European	Obsession	with	Porcelain”,	The	New	Yorker,	11	November	(2015)	
https://www.newyorker.com/books/page-turner/the-european-obsession-with-porcelain.	
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imparting	 some	 special	 virtue	 of	 its	 own’.34	But	 the	 subject	 of	my	work	 isn’t	 related	 to	 the	
piquant	subjects	of	Rococo.	Instead	the	obsession	is	on	faces,	mouths,	eyes,	limbs,	fingers	and	
tongues.	All	the	bodily	features	that	form	the	senses	of	smelling,	hearing,	tasting,	seeing	and	
touching	are	the	subjects	of	my	work	(figs.	4	&	6).	
	
	
Figure	6.	Cybele	Cox	Baubo	Sacred	Fool	(detail)	hand	built	ceramic,	porcelain	slip,	majolica,	gold	lustre,	
detail,	 and	 audio	 file	 by	 Adam	 Cox	 to	 the	 bottom	 right,	 2:38.	 The	 Golden	 Flower	 pot;	
Psychedelic	Temple,	2016	at	Strange	Neighbour	
	
	
Sensuality	is	a	primary	concern	of	my	work	because	it	links	it	to	the	human	experience	and	the	
sculpting	of	these	human	forms	is	a	sensuous	act.	I	recall	a	time	that	has	stayed	with	me	when	
tripping	on	mushrooms	that	I	became	a	cow,	naked	on	all	four	limbs	ripping	up	the	grass	beneath	
me.	It	struck	me	later	how	uncouth	this	sensuous	act	was,	if	observed	from	the	outside,	but	how	
right	 it	 felt.	 Though	 Primavesi	 linked	 the	 assignment	 of	 women	 to	 nature	 as	 part	 of	 the	
patriarchal	 order,	 I	 like	 to	 use	 the	 term	 ‘animal-nature’	 because	 it	 laces	 into	my	 theoretical	
framework	 an	 anti-humanist	 thread,	 that	 calls	 into	 question	 ‘the	 plausibility	 of	 a	 universal,	
shared	essence	of	humanity	and	Man’35	and	is	a	direct	connection	to	the	natural	environment.	
The	natural	environment;	plants,	 trees,	 insects,	sun-baking,	 lying	around,	self-nurture,	are	all	
associated	with	an	animal	nature	and	this	is	why	I	like	to	use	them	as	my	subjects.		
	
																																								 																				
34			ibid.	
35			Thomas	Catlaw,	and	Chase	Treisman,	Is	‘Man’	Still	the	Subject	of	Administration?	Abstract.	
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The	static	quality	that	sculptural	objects	brings,	felt	limited	in	this	work.	Sound	artist,	Adam	Cox	
who	I	worked	with36	(fig.	7)	used	a	palette	of	sounds	of	voice	and	ceramic	clanking	and	echo,	to	
bring	to	the	project	the	ancient	feminine	archetype	of	the	siren,	which	activated	and	opened	
the	 space.	 The	 sound	 was	 created	 in	 response	 to	 the	 many	 discussions	 we	 had	 about	 the	
psychedelic	temple.	It	hovered	around	the	sculptures	wafting	gently	throughout	the	space	and	
gave	a	directive	to	experience	the	work,	rather	than	to	intellectualise	it.	
	
	
	
	
	
Figure	7.	Adam	Cox,	Soundscape	composed	for	The	Golden	Flower	Pot:	A	Psychedelic	Temple,	Audio,	
2:40,	Strange	Neighbour,	2016	(double	click	the	above	picture	to	play	the	sound	file)	
	
	
	
	
Figure	8.		Alejandro	Jodorowsky,	The	Holy	Mountain,	1973	film	still		
	
	
																																								 																				
36			Adam	Cox,	The	Golden	Flower	Pot:	a	psychedelic	temple,	audio	file,	2:38,	2016.	
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Upon	installing	the	sound	in	the	gallery,	one	of	the	volunteers	found	connection	in	the	sound	to	
Alejandro	Jodorowski’s	film	The	Holy	Mountain37	(fig.	8).	This	came	as	complete	synchronicity	
to	me	because,	while	the	sound	artist	wasn’t	himself	aware	of	this	movie	or	film-maker,	I	was	
drinking	in	this	artist’s	influence,	through	his	films	and	in	particular	his	tarot	deck.38		Cox	had	
made	the	sounds	inspired	by	conversations	with	me	about	the	psychedelic.		
	
Talking	to	Cox	about	the	psychedelic	as	a	kind	of	saviour	set	of	values	which	plug	into	the	current	
zeitgeist	of	a	world	in	chaos,	I	came	to	realise	that	getting	in	touch	with	the	feminine	principle	
is	an	imperative	for	both	men	and	women.	The	feminine	principle	is	not	exclusive	to	women;	it	
belongs	to	both	men	and	women,	for	there	are	both	Carl	Jung’s	anima	(feminine)	and	animus	
(masculine)	in	all	people.39	
	
The	title	of	the	book	Archaic	Revival	40	by	Terence	McKenna	is	a	term	that	describes	the	process	
of	my	work.	 I	 like	 to	 forage	 through	art	history	 looking	 for	 traces	of	 a	more	 female	 centred	
symbolic	 imagery,	particularly	 in	ancient	Greco-Romanesque	artefacts	and	imagery	(fig.	22).	 I	
look	to	the	past	because	there	isn’t	anything	much	in	popular	culture	that	positively	triggers	my	
imagination.	Even	as	a	child	I	imagined	myself	in	front	of	a	mirror	in	candle	light	as	a	turbaned	
old	hag	from	medieval	times.	My	imagination	tripped	into	the	depths	of	my	psyche,	as	I	found	
myself	reaching	far	back	to	an	imagined	ancestry.	 I	remember	the	feeling	of	mind	alteration,	
getting	into	a	trance	through	candlelight	and	deep	concentration.	This	was	preferable	to	joining	
my	parents	in	the	daily	habit	of	TV	viewing.		
	
What	I	 look	for	 is	a	connection	that	traces	my	ancestral	 lines	back	to	the	pre-Christian	era;	a	
time	I	fantasize	humans	were	anchored	to	the	natural	rhythms	of	the	universe.	My	work	aims	
for	a	nobility,	beauty	and	faith	in	art	and	humanity,	by	lovingly	and	skilfully	building	objects	of	
beauty	 that	aim	 to	be	objects	of	 idolatry,	but	at	 the	 same	 time	self-mocking	 -	 this	 is	absurd	
idealism	and	a	cheeky	retribution	towards	the	patriarchy.	My	ideas	can	be	quite	literal	in	this	
way,	 such	 as	 the	 Goddess	 Baubo	 standing	 upon	 a	 stack	 of	 severed	 male	 heads	 (fig.	 24),	 a	
futuristic	allegory	of	the	reconstruction	of	the	Pagan	being	built	upon	the	patriarchy,	fantasizing	
that	the	patriarchy	is	‘history’.		
																																								 																				
37			The	Holy	Mountain,	directed	by	Alejandro	Jodorowsky	1973,	(2007	Abkco	Records)	DVD.	
38			Alejandro	Jodorowsky	and	Marianne	Costa,	The	Way	of	The	Tarot:	The	Spiritual	Teacher	in	the	Cards,	
(Vermont:	Destiny	Books,	2004).		
39			Jung,	C.G.	The	Archetypes	and	the	Collective	Unconscious.	(London:	Routledge,	1959)	22.	
40			McKenna,	Archaic	Revival,	9.	
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UTOPIC	VISIONS	
Utopic	visions	and	alternative	archetypal	subjects	are	the	underpinnings	for	themes	in	the	work	
of	myself	and	other	contemporary	artists	including	Liz	Craft	and	Francis	Upritchard.	These	artists	
have	 a	 fondness	 for	 depicting	 characters	 that	 act	 as	 signifiers,	 symbolizing	 important,	 albeit	
seemingly	absurd	alternatives	to	mainstream	archetypes.		
	
Liz	 Craft’s	 work	 (fig.	 9)	 is	 made	 in	 California	 -	 a	 place	 that	 is	 synonymous	 with	 the	 1960’s	
psychedelic	movement.	Her	work	evokes	a	counter	cultural	feel	by	way	of	her	imagined	figures	
looking	like	Disney	characters,	dwarves,	witches	and	I	like	the	correspondence	with	mine,	they	
too	can	be	absurd	caricatures	(fig.	24	&	27).	
	
	
Figure	9.		Liz	Craft,	New	Sculptures	at	Peres	Projects,	Berlin,	Germany	2005	
	
	 	 	
	 17	
	
Figure	10.		Francis	Upritchard,	Nincompoop,	2011	Hammer	Museum,	Los	Angeles,	USA	
	
	
Francis	Upritchard’s	 large	 scale	 figurative	 sculptures	 have	 characteristically	 fine	 long	 fingers,	
limp	hair,	small	hooded	eyes,	with	an	 idiosyncratic	refined	form	(fig.	10).	The	subjects	of	her	
work	evoke	pathos,	in	subjects	such	as	the	potato	collector,	the	sun	worshipper,	the	hippie,	the	
mystic,	the	clown.	It’s	a	stylistic	connection	that	I	have	with	her	work	in	that	they	are	characters	
synonymous	with	medieval	paintings	 that	are	 crafted	by	hand	 from	the	 imagination.	 I	 feel	a	
kinship	with	the	subjects	of	her	work	especially	within	the	frailty	of	the	figure,	they	suggest	the	
vulnerability	of	being	human.	Her	work	inspires	me	to	embrace	eccentric	qualities	and	traits	and	
this	plugs	into	an	overarching	theme	within	the	psychedelic	to	own	your	own	mind,	bring	it	back	
from	the	colonization	of	capitalism,	into	the	realm	of	the	personal.	In	my	2017	work,	Vienna	Imp	
who	poses	naked	exposing	her	 sexual	bodily	 function.	She	spreads	hers	 legs	and	has	a	 large	
vagina	and	big	eyes	expressing	a	look	that	stares	back	at	the	viewer,	hopefully	evoking	their	own	
reactions	to	the	conventional	ideas	on	body.				
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FALLING	INTO	HISTORY	
Terence	McKenna	was	 a	 leading	 advocate	 of	 the	 use	 of	 plant	 hallucinogens	 in	 the	 late	 20th	
century.	In	his	book,	Archaic	Revival,	he	outlines	the	idea	that	humans	evolved	from	primitive	
primates	into	homo	sapiens	when	they	discovered	psilocybin	and	added	it	to	their	diet.	Humans	
evolved	from	aggressive	male	dominant	primates	into	peaceful	self-organizing	groups	based	on	
an	orgy	style	society.41	This	lasted	anywhere,	McKenna	suggests,	between	10,000	and	50,000	
years	until	 the	African	 grasslands	dried	up	and	we	migrated	 to	 the	 arid	 ancient	Middle	 East	
where	agriculture	and	history	were	born.	He	says	that	without	this	added	food	in	the	diet	we	
‘fell	into	history’42,	the	moment	agriculture	was	created.	He	states	that	we’ve	lost	our	anchor	
and	we	need	to	go	far	back	in	history	to	this	‘Golden	Age’43	when	we	were	last	in	harmony	and	
re-discover	those	lost	threads	of	consciousness	and	states	of	being	to	redress	the	balance.	He	
calls	 it	 the	 archaic	 mind.	 He	 says	 that	 when	 the	 plant	 psilocybin	 is	 ingested	 the	 effect	 of	
boundaries	are	dissolved,	this	he	aligns	with	the	dissolving	of	‘male	dominant	hierarchies’.44	
	
‘we	fell	into	history’45	The	penny	dropped	when	I	heard	this	statement.	It	tells	of	an	allegory	for	
when	humans	changed	their	path	in	the	evolutionary	chain.	McKenna	is	referring	to	when	man	
changed	from	a	highly	spiritually	evolved	humankind	–	cultivating	love	for	one	another	without	
the	 ego-defining,	 male-dominant	 hierarchies.	 	 When	 we	 stopped	 eating	 mushrooms,	 we	
migrated,	developed	agriculture,	stopped	being	nomadic,	which	eventually	led	us	back	into	the	
instinct	to	guard	surpluses,	control	markets	and	amass	wealth.	Once	you	sever	this	matrix	of	
meaning,	that	James	Joyce	Calls	‘The	Mama-Matrix-Most-Mysterious’,46	you	have	nothing	but	
rationalism,	ego	and	male	dominance	to	guide	you.	
	
I	have	for	a	long	time	been	obsessed	with	the	medieval	motifs	from	Fall	of	the	Rebel	Angel,	(figs.	
11	&	12),	not	knowing	what	they	were	signifying.	The	subject	 is	 found	 in	many	15th	and	16th	
Century	paintings,	also	 titled,	The	Fall	of	 the	Damned.	These	hybrid	creatures	are	a	blend	of	
human	heads,	hands,	bat	wings,	bird	beaks	and	dragon’s	claws.	These	paintings	are	a	depiction	
																																								 																				
41		“The	Most	Important	Message	that	Terence	McKenna	left	Humanity”,	audio	recording	15:14,	
https://www.youtube.com/watch?v=gDZISEXRfQo.	
42			ibid.	
43			ibid.	
44			ibid.	
45			ibid.	
46			ibid.,	James	Joyce,	Finnegans	Wake.	
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of	hell,	the	earth	cracking	open,	and	flames	alight.	It	narrates	the	story	of	the	rebellion	of	Satan;	
he	and	his	legion	of	monsters	being	kicked	out	of	heaven.		
	
	
	
Figure	11.		Fall	of	The	Rebel	Angels,	(date	unknown),	Alte	Pinakothek,	Munich		
	
	
I	would	 like	to	propose	a	different	allegory,	 that	 this	 legion	of	monsters	being	expelled	from	
heaven	are	the	Pagan	gods	and	goddesses	from	ancient	mythologies	and	of	my	fantasy	world.	I	
redeem	these	gods	and	goddesses,	along	with	their	associations	with	witchcraft,	shamanism,	
fluid	sexuality	and	nature	worship,	and	place	them	in	a	world	of	Ornamental	Hallucination	(fig.	
12).	
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Figure	12.		Cybele	Cox,	Fall	of	the	Rebel	Angels,	Gouache,	2014	
	
This	biblical	tale	of	Satan	is	built	upon	the	mythological	story	of	Saturn,	father	of	Zeus,	and	upon	
the	representation	of	the	astrological	symbology	of	the	planet:	the	horned	god.		Saturn	is	known	
in	Greek	mythology	as	Cronus,	the	masculine	equivalent	of	the	Crone,	the	old	hag,	old	woman.	
This	was	the	perfect	backdrop	and	context	to	place	the	performing	She-Devil	(fig.	14).	
	
In	creating	a	performance	of	She-Devil	what	I	intended	to	express	here	was	the	spirit	of	the	ugly	
old	hag47	and	to	subvert	all	her	negative	associations	as	depicted	in	medieval	drawings	(fig.	13),	
and	 empower	 all	 these	 so-called	 failings.	 She	 is	 ridiculed	 for	 being	 old,	 being	 a	woman	 and	
having	a	connection	to	healing	with	herbs	and	animals.		
	
By	looking	at	the	medieval	illustration	of	the	She-Devil	(fig.	13)	you	can	see	the	misogyny	in	its	
caricature	form,	diminishing	the	value	of	her	being	by	exaggerating	the	hump	on	her	back,	the	
gigantic	head,	 gaping	mouth	and	clawed	 feet.	 The	placement	of	her	 foot	 in	 the	mop	bucket	
associates	 her	 with	 foolishness	 and	 house	 cleaning.	 I	 think	 it	 is	 interesting	 to	 take	 such	
																																								 																				
47			Barbara	G.	Walker,	The	Crone:	Woman	of	Age,	Wisdom,	and	Power,	(San	Francisco:	Harper	Collins,	
1985)	122.	
	 	 	
	 21	
diminishing	 imagery	 and	 play	 with	 its	 association	 and	 attempt	 to	 embolden	 her	 character,	
injecting	 this	 archetype	 with	 a	 lived	 experience	 and	 expression,	 with	 a	 voice	 to	 rage	 and	
admonish	(figs.	13,	14,	15,	16,	17	&	18).	 It	 is	a	reality	that	older	women	often	feel	 invisible.	I	
think	mainstream	culture	contributes	enormously	to	this;	it	is	part	of	the	persistent	repression	
of	a	feminine	principle.	
	
	
Figure	13.	Cybele	Cox,	sketch	of	Mathias	Gerung,	titled,	“She	Devil,	on	the	Sale	of	Indulgences”	1535	
at	the	Gemaldergalerie,	Vienna	
	
	
Figure	 14.	 	 Cybele	 Cox,	 She	 Devil,	 performing	 at	 Ornamental	 Hallucination,	 duration:	 40	minutes,	
Soundtrack	to	film:	The	Witch,	2015,	composed	by	Mark	Korven,	First	Draft	October	4th	
2017
	 	 	
	 22	
A	 response	 was	 made	 about	 the	 tension	 felt	 at	 the	 performance	 when	 the	 clank	 of	 the	
pendulous	breasts	 sounded	 (figs.	 14,	 15	&	16).	 The	possibility	 that	 the	 ceramic	 could	break	
made	people	uneasy.	It	is	a	tension	that	contributes	to	the	ferocity	of	this	woman’s	anger	and	
it	is	somewhat	unsettling	to	see	ceramic	worn	on	the	body.	
	
	
Figure	 15.	 Cybele	 Cox,	 She	 Devil,	 performing	 at	Ornamental	 Hallucination,	 duration:	 40	 minutes,	
Soundtrack	 to	 film:	The	Witch,	2015,	composed	by	Mark	Korven,	First	Draft	October	4th	
2017	
	
	
The	 idea	 of	 performance	 and	 ceramics	 is	 further	 enriched	 by	 the	 lineage	 of	 second	 wave	
feminism	and	performance	art.	Women	such	as	Carolee	Schneemann	used	their	own	bodies	as	
sites	of	politics	to	embody	agency	as	subject	for	art	(fig.	3).	The	Women’s	Movement	sought	to	
challenge	the	male	perspective	of	object-desire;	the	positioning	of	woman	as	‘other’.	By	using	
their	 own	 naked	 bodies,	 to	 demystify	 the	 objectification	 of	 the	 nude	 in	 art,	 the	 cultural	
framework	for	the	lack	of	self	and	subjectivity	reflected	back,	Luce	Irigaray	calls	this	‘the	other	
of	the	other’,48	the	act	of	being	the	subject	of	their	own	art	claims	agency.	This	has	become	a	
powerful	vehicle	for	artists	expressing	minority	or	marginalized	positions.	The	association	that	
the	patriarchy	made	between	women	and	nature	was	positioned	low	on	the	hierarchy,	but	I	
propose	 to	 reverse	 this	 ordering.	 My	 archetypal	 figures	 seek	 to	 embolden	 this	 connection	
																																								 																				
48			Braidotti,	Metamorphoses,	23.	
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because	in	my	view	a	connection	to	nature	isn’t	anything	other	than	the	highest	ordering.	I	posit	
the	patriarchal	view	of	the	world	as	itself	of	diminishing	value	in	a	counter-cultural	perspective.	
	
	
	
Figure	 16.	 Cybele	 Cox,	 She	 Devil,	 performing	 at	Ornamental	 Hallucination,	 duration:	 40	 minutes,	
Soundtrack	to	film:	The	Witch,	2015,	composed	by	Mark	Korven,	First	Draft	2017	
	
	
Vagina	dentata	is	a	Latin	term	for	a:	‘toothed	vagina,	the	classical	symbol	of	men’s	fear	of	sex,	
expressing	 the	 unconscious	 belief	 that	 a	 woman	 may	 eat	 or	 castrate	 her	 partner	 during	
intercourse.’	49	I	saw	a	medieval	illustration	in	the	Gemaldergalerie	in	Vienna	by	Mathias	Gerung	
titled,	She	Devil,	 on	 the	 Sale	 of	 Indulgences	 (fig.	 13),	which	 satirizes	 a	women’s	 vagina	 as	 a	
hideous	mouth	with	sharp	teeth	that	would	sever	the	penis	in	its	clutches.	It	is	the	‘monstrous	
feminine’	 archetype	 that	 Barbara	 Creed	 refers	 to,	when	 she	 analyses	 Freud’s	 notion	 of	 the	
castration	complex.50	Creed	refers	to	the	folklore	of	vagina	dentata	arguing	that	it	has	continued	
through	the	centuries,	being		likened	to	the	horrifying	Medusa	myth	in	Freud’s	essay	Medusa’s	
Head 51 	and	 is	 functioning	 as	 a	 horror	 symbol	 in	 the	 film	 Jaws. 52 	It	 maintains	 a	 negative	
																																								 																				
49			Barbara,	G.	Walker,	Women’s	Encyclopaedia	of	Myths	and	Secrets,	(San	Francisco,	New	York:	Harper	
Collins,	1983.)	1034.	
50			Barbara	Creed,	The	Monstrous	Feminine:	film,	feminism,	psychanalysis,	(London,	New	York:	
Routledge	1993).	
51			ibid.,	2.	
52			ibid.,	plate	19.	
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understanding	of	the	female	body	and	her	crucial	sex	and	reproductive	organ	and	casts	it	in	the	
light	of	a	scary,	dirty,	and	ugly	body	identity.	In	my	performance	work	She-Devil,	the	character	
escapes	the	caricature	and	posits	a	political	act	in	the	expression	of	a	lived	body	rather	than	an	
imagine	one,	asserting	the	desire	 to	define	her	own	sexuality,	give	voice	to	her	rage	and	be	
seen.	
	
	
Figure	17.	The	Devil	Presenting	St	Augustine	(of	Hippo)	With	The	book	of	Vices,	Michael	Pacher,	1435-
1498,	oil	on	wood,	Alte	Pinakotek,	Munich	
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Figure	18.	Cybele	Cox,	She	Devil	performance,	duration:	40	minutes,	Soundtrack	to	film:	The	Witch,	2015,	
composed	by	Mark	Korven,	at	First	Draft	October	4th	2017	
	
	
The	 pendulous	 breasts	 are	 from	bearing	 progeny,	 after	 children	 suckle	milk	 (figs.	 15	&	 18).	
However,	such	breasts	are	omitted	from	the	history	of	Western	art,	but	are	instead	nubile	and	
tort	(fig.	5).	She	has	the	mouth	and	eyes	and	tail	on	her	behind	like	a	devil	(figs.	16	&	17),	for	
the	old	hag	was	satanized,	as	were	witches,	to	be	cast	in	a	very	bad	light.	Considered	beastly	
she	has	hooves	like	a	goat	which	connects	to	the	pagan	god	Pan	the	satyr.	However,	Christianity	
depicted	 all	 such	 associations	 as	 evil	 and	 devil	 worshipping.	 She-Devil	 has	 been	 linked	 to	
historical	negative	connotations	that	deemed	nature	as	a	thing	to	be	combated,	and	the	old	
pagan	 belief	 systems	 to	 be	 subverted	 and	 diminished.	 I	 wish	 to	 pay	 remembrance	 to	 and	
celebrate	 the	 repressed	 pagan,	 to	 go	 back	 to	 this	 time,	 as	 Terence	McKenna	 refers	 to	 the	
Archaic	 Revival.	 The	 She	 Devil,	 by	 subverting	 negative	 associations	 and	 enlivening	 this	
archetypal	 figure	 in	 real	 time,	 recreates	 the	 feminine	 principle	 as	 a	 positive	 and	 fluid	
contemporary	trickster-self-mocking,	yet	powerful.	
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In	 this	 chapter,	 I	 have	 outlined	 the	 ideas	 behind	 psychedelic	 experience	 as	 a	 philosophical	
framework	 for	distancing	oneself	 from	the	manipulative	effects	of	 the	social	construction	of	
consumer	capitalist	social	order.	The	role	that	art	can	play	in	setting	the	stage	for	a	renewed	
value	of	the	mythic	imagination,	as	outlined	in	Terence	McKenna’s	theories.	I	state	the	value	in	
creating	 one’s	 own	narrative	with	 the	 inversion	 of	 negative	 archetypal	 representations	 into	
emboldened	 ones.	 Casting	 our	 imaginations	 back	 into	 a	 prehistorical	 state	 aided	 by	 the	
psychedelic	experience	to	resist	the	embedded	Christian	codes	of	behaviour	that	govern	and	
repress	 the	 instinctive	 impulses.	 I’ve	 talked	 about	 Antonio	 Gramsci’s	 notions	 of	 cultural	
hegemony	 and	 the	 20th	 century	 strategies	 of	 propaganda	 as	 outlined	 by	 Edward	 Bernay’s	
endemic	influence	to	set	up	the	argument	that	artist	have	an	important	role	to	rebel	against	
and	rebut	such	powerful	forces	of	dominance.	
I	give	an	analysis	of	exhibition	work	that	expresses	absurd	notions	of	a	utopic	feminist	fantasy	
as	a	form	of	resistance	to	the	values	of	late	Capitalism.	I	construct	a	fictional	narrative	based	on	
McKenna’s	theory	that	humans	fell	into	history	from	the	prehistoric,	like	the	medieval	allegories	
of	falling	into	a	burning	abyss,	being	expelled	from	heaven.	I	propose	an	alternative	story,	one	
that	supposes	the	mythological	pagan	gods	and	goddesses	were	the	very	ones	to	be	kicked	out	
of	the	Christian	story	and	be	repurposed	in	a	contemporary	light,	acting	as	potent	symbols	to	
construct	a	new	social	value	system	through	art.		 	
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CHAPTER	TWO:	THE	RELEVANCE	OF	ANCIENT	FEMININE	SYMBOLS	
	
This	 chapter	 deals	 with	 the	 relevance	 of	 ancient	 feminine	 symbols,	 how	 they	 hold	 non-
repressive53	significance	in	relation	to	sexuality	and	the	function	that	art	has	in	revitalising	their	
appearance	 in	contemporary	art.	 It	 is	with	a	political	dimension	to	resist	the	proliferation	of	
manufactured	 consent	 that	 permeates	 the	 communication	 and	 media	 networks	 and	 has	
manipulated	the	social	construction	of	identity	that	I	redefine	using	the	work	of	Marxists	thinker	
Antonio	 Gramsci.	 I	 will	 demonstrate	 how	 feminist	 art	 practice	 inverts	 historically	 negative	
archetypes	 into	 emboldening	 lived	 embodiments	 through	 performance,	 disrupting	 the	
hegemonic	narrative.	
	
I	refer	to	feminist	thinkers,	Rosi	Braidotti,	Lucy	Lippard,	Linda	Nochlin	and	Kris	Kraus	to	underpin	
the	theme.	This	 inversion,	 I	argue,	 is	my	method	to	fuel	 the	 imagination	with	 ideas	of	being	
liberated	from	the	tyranny	of	repressive	patriarchal	social	values.	
	
My	work	borrows	heavily	within	the	Western	canon	of	art	from	ancient	Greek	figurines,	Celtic	
grotesques,	Baroque	sculpture	to	ornamental	Meissen	Porcelain.	what	I	bring	to	this	eclectic	
range	 of	 historical	 referencing	 is	 the	 personal,	 sometimes	 confronting	 and	 sensuously	
expressed	 feminine	 form,	derived	 in	 intent	 from	my	experience	and	 struggle	 to	becoming	a	
sexually	empowered	woman.		
	
Chris	Kraus,	who	quotes	artist	Hannah	Wilke	in	‘I	love	Dick’	says,	‘If	women	have	failed	to	make	
‘universal’	art	because	we’re	trapped	within	the	‘personal’,	why	not	universalize	the	‘personal’	
and	make	it	the	subject	of	our	art’54		This	statement	has	resonance	for	my	artistic	practice,	one	
that	inhabits	the	realm	of	the	personal	and	giving	permission	to	make	art	out	of	this	subject.	
Kraus	 in	 her	 book	 takes	 the	 neurotic	 underpinnings	 of	 her	 subjectivity	 and	 desire	 to	 the	
extreme,	in	her	self-confessional	letters	to	a	phantom	lover.55	
																																								 																				
53			Herbert	Marcuse,	Eros	and	Civilisation:	a	philosophical	inquiry	into	Freud,	“Free	gratification	of	
man’s	instinctual	needs	is	incompatible	with	civilization:	renunciation	and	delay	in	satisfaction	are	
the	prerequisites	of	progress.”	(London:	Routledge,	1956)	3.	
54			Chris	Kraus,	I	love	Dick	(London	UK:	Profile	Books	2016)	195.		
55			ibid.,	194,	“Because	I’m	moved	in	writing	to	be	irrepressible.	Writing	to	you	seems	like	some	holy	
cause,	cause	there’s	not	enough	female	irrepressibility	written	down.	I’ve	fused	my	silence	and	
repression	with	the	entire	female	gender’s	silence	and	repression.	I	think	the	sheer	fact	of	women	
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The	deliberate	shaping	of	attitudes	towards	women’s	bodies	is	fuelled	for	and	by	the	capitalist	
‘spinning	machine’.56	In	the	case	of	products	directed	at	the	female	market,	the	proliferation	of	
messages	 such	 as,	 staying	 thin,	 having	 unblemished	 skin,	 being	 an	 insipid	 older	 woman,	 a	
housewife	 (fig.	 26),	 are	 an	 attempt	 to	 conform	 its	 audience	 to:	 ‘a	 logic	 of	 economic	
exploitation’.57	
	
	
Figure	19.		Lee	Lozano,	Untitled,	1963	58	
	
‘Advanced	Capitalism’59	is	a	very	powerful	ideology	that	sees	all	human	production,	in	fact	all	
humans	 as	 capital	 to	 be	 used	 for	 profit,	 whilst,	 promoting	 individualism	 that	 is	 identified	
through	 consumer	 choice	 (fig.26).	 A	 proliferation	 of	 images	 is	 used	 as	 commodity	 fetish	 to	
support	 and	 promote	 industry.	 The	 vagina	 as	 image	 has	 been	 relegated	 to	 the	 hostile	 and	
contentious	 territory	 of	 pornography,	which	 is	 a	multi-billion-dollar	 industry,	 regarding	 it	 as	
																																								 																				
talking,	being	paradoxical,	inexplicable,	flip,	self-destructive	but	above	all	else	‘public’	is	the	most	
revolutionary	thing	in	the	world”.		
56			Rosi	Braidotti,	et	al.,	Deleuze’s	Philosophy	on	Art	and	Life,	The	Deleuzian	Century	Art	Activism	and	
Life,	20.	
57			ibid.,	21.	
58			Le	Bastart,	“Lee	Lozano:	Splices,	short	circuits	and	spaces”,	2017.	http://lebastart.com/2017/07/lee-
lozano-empalmes-cortocircuitos-y-fugas.	
59			Braidotti,	et	al.,	Deleuze’s	Philosophy	on	Art	and	Life,	21.	
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fetish	object	and	separating	it	from	its	whole	body	and	embodiment.	The	vagina	is	reduced	in	
value	to	a	slot	for	a	man’s	penis	and	pleasure.		
	
Artist,	 Lee	 Lorenzo’s	Untitled,	 is	 an	oil	 painting	depicting	 a	woman’s	 open	 legs	with	 a	 black	
rectangular	coin	slot	in	the	place	of	the	vagina60	(fig.	19).	This	demeaning	value	of	the	vagina,	
reducing	 it	 to	a	commodity	value,	estranges	 the	 relationship	women	and	men	have	 to	 their	
bodies.	One	sees	oneself	through	a	distorted	lens.	And	contradicting,	but	also	emboldening	this	
fetish	 is	the	Christian	value	of	correct	codes	of	behaviour	with	the	covering	up	of	the	sexual	
organs	as	a	way	of	avoiding	disgrace	(fig.	20).	In	this	painting	by	P.	Pietersz	the	action	depicts	a	
man	 feeling	 the	breast	of	 a	woman	under	her	blouse,	with	her	 face	 looking	humiliated	and	
oppressed	intimates	the	sexual	drive	and	its	repressive	expression.	
	
Lee	Lozano’s	painting	Untitled	(fig.	19),	sums	up	the	mainstream	value	of	women	in	the	worst	
misogynist	view	and	re-iterates	the	present	American	President’s	sentiments	about	women.61		
	
	
Figure	 20.	 P.	 Pietersz	 (um	 1540-1603)	 Liebespaar	 in	 der	 Herberge,	 Kunsthistoricher,	 Vienna.	 The	
oppressive	 atmosphere	 between	 this	 man	 and	 woman	 struck	 me	 in	 this	 painting.	 It	
illustrates	the	bond	of	patriarchal	enslavement	women	have	been	under	
																																								 																				
60		I	saw	this	painting	in	2016	at	MUMOK,	Vienna	in	a	show	entitled,	Painting	2.0:	Expression	in	the	
Information	Age;	Eccentric	Figuration	2016	at	MUMOK,	Vienna	
61		Alex	Garcia,	“Trump	Gets	Caught	saying	Grab	her	by	the	Pussy”	President	Donald	Trump	in	2005	
says,	on	the	record,	that	when	you’re	famous	you	can:	“grab	her	by	the	pussy.	You	can	do	
anything.”	Published	on	October	2016.	Video,	1:12,	
https://www.youtube.com/watch?v=o21fXqguD7U.	
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This	 contradictory	 chasm	 in	 society	 of	 capitalist	 and	 Christian	 values	 is	 what	 drives	 and	
maintains	a	split	between	natural	bodily	urges	and	social	cohesion	and	invariably	lends	itself	to	
domination.	Lippard	hones	in	on	this	contradiction:	‘The	abyss	between	nature	and	culture	in	
the	west	 seems	 to	 have	 been	made	 historically	 official	 by	 the	 artless	 Judaic	 and	 the	 artful	
Christian	religions.	With	a	deeply	anti-natural	bias	and	a	brutal	severing	of	spirit	from	matter,	
mind	from	body,	they	managed	to	replace	or	at	least	absorb	and	disguise	“pagan	culture”.	The	
word	pagan	comes	from	the	Latin	pagus,	for	country	or	village,	rural	or	agricultural’	62	
	
	
Figure	21.	Mary	Beth	Edelson,	Jumpin	Jack:	Sheela’s	Delight,	1973.	Edelson	draws	over	a	photograph	
of	her	body,	an	ancient	carving	of	a	Sheela-na-gig	
	
	
I	want	to	reclaim	the	vagina,	and	re-contextualise	it	away	from	pornography	and	back	into	the	
realm	of	the	Pagan,	the	sacred	Sheela-na-gig,63	so	that	as	a	representation,	it	holds	strength,	
																																								 																				
62			Lippard	Overlay,	46.	
63			Sheela-na-gig	is	an	ancient	stone	carving	last	seen	in	Romanesque	Churches	in	Ireland,	but	have	
since	been	removed	and/or	destroyed.	“The	Sheela-na-Gig	Project:	Researching	Sheela-na-gig’s	in	
the	UK”,	https://www.sheelanagig.org	
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power,	healing,	life	and	pleasure.	The	ancient	feminine	held	the	vagina	as	powerful,	as	creation,	
as	magic.	Women	 artists	 of	 the	 second	wave	 of	 feminism	 set	 out	 to	 restore	 these	 ancient	
meanings	(fig.	21).	But	as	Lippard	suggested:	‘Due	to	the	resulting	skewed	notions	of	nature	and	
culture,	women	artists’	attempt	to	restore	a	forceful	female	image	is	a	complex	enterprise’.64	
Indeed	it	is	a	big	task	to	unlearn	the	negative	cultural	associations	around	the	issue.		What	I	am	
trying	to	do	is	build	up	the	vagina	as	a	positive	icon,	indeed	to	‘own	it’,	feel	it	and	celebrate	it.	
This	was	the	impetus	behind	the	Sheela-na-gig	titled	Vienna	Imp,	made	and	exhibited	in	Vienna,	
201765	(figs.	27	&	28).	
	
As	 is	 the	case	with	many	great	20th	 century	women	artists,	 such	as	 Louise	Bourgeois,	Maria	
Lassnig,	Alina	Szapocznikow,	the	body	is	a	point	of	interest	as	subject	because	the	female	form	
has	been	colonised	for	so	many	centuries	by	objectifying	 it	 through	the	male	gaze,	Christian	
religious	 iconography,	and	now	the	capitalist	 spinning	machine.	Writer	Siri	Hustvedt	says	on	
objectification,	that	it	is	part	of	the	allure	of	seduction,	but	when	it	goes	too	far,	‘as	is	the	case	
in	the	history	of	western	art,	when	the	female	subject	is	emptied	of	her	own	subjectivity,	she	
becomes	a	thing…and	we	know	from	the	history	of	the	world,	that	when	people	are	reduced	to	
just	 things,	 they’re	 robbed	of	 their	 inner	 lives,	 then	we	are	 in	a	very	bad	moral	place’.	66	Its	
ensuing	 effects	 are	 imprisoning,	 by	 seeing	 an	 image	 of	 stereotypical	 representations	 of	
girl/woman	projected	from	an	ideological	male	viewpoint,	 its	effect	 is	to	dissociate	from	the	
experience	of	the	body	as	a	whole.		
	
	
AFFECT,	FEELING	THE	BODY,	VISCERAL	RESPONSE	
Prior	to	the	1970’s	the	female	body	was	mute	and	it	functioned	almost	exclusively	as	a	mirror	
of	masculine	desire,	according	to	critic	Linda	Nochlin,	‘the	body	within	institutions	as	a	gendered	
body,	and	the	subject	of	institutional	discourse	as	a	sexed	subject,	but	a	subject	whose	desires	
and	fantasies	and	even	whose	body	itself	are	constructed	within	that	institution’.67	The	second	
																																								 																				
64			Ibid.,	46.	
65			Cybele	Cox,	Vienna	Imp,	exhibited	at	Rundgang,	2017,	Vienna	Academy	of	Fine	Art	
66			Siri	Hustvedt,	“Women	Looking	at	Men	Looking	at	Women”,	
https://www.youtube.com/watch?v=iiAHy1ew6C0&t=1252s.	
67			Linda	Nochlin,	et	al.	“Feminism	&	Art:	9	views”,	Artforum	international;	New	
York	Vol.	42,	Iss.	2,		(Oct	2003)	141-149.	
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wave	of	feminist’s	made	performance	using	their	own	bodies	as	a	form	of	embodiment.	Carolee	
Schneemann,	pioneering	performance	art	in	the	1960’s	with	‘Happenings’	set	as	her	intention	
to	make	a	gift	of	her	body,	nearly	always	performed	naked,	to	‘free	the	women	of	America,	as	
a	way	of	reclaiming	women’s	eroticism,	from	the	bonds	of	pornography’.68	I	see	myself	in	this	
lineage	of	artist,	making	imagery	about	the	body	from	inside	how	it	feels	and	as	a	counterpoint	
from	the	body	as	object,	rather	an	expression	of	my	feelings	and	ideas	about	sexuality,	rather	
than	a	representation	through	a	constructed	‘other’	perspective.		
	
BAUBO	
When	on	a	trip	to	Berlin	a	few	years	ago,	walking	through	the	Neues	Museum	I	stumbled	upon	
a	series	of	little	figurines	that	years	later	I	found	out	were	called	Baubo	(fig.	22).	What	struck	
me	 first	was	 that	 these	 representations	of	woman	had	humour,	delight	and	an	empowered	
quality.	They	spoke	directly	to	me.	I	didn’t	see	here	a	representation	of	a	woman	as	the	other	
from	the	male	gaze.	They	were	unlike	so	many	of	the	typical	meek,	subservient,	repulsive	or	
idealised	sexualised	object	type	of	representations	seen	in	many	western	historical	paintings	
and	sculpture	(figs.	20	&	25).	The	Baubo	held	my	fascination	and	I	did	many	drawings.	When	
images	keep	resurfacing	in	your	imagination,	as	these	did,	I	knew	needed	to	work	with	them.	
	
The	Baubo	is	a	relic	from	pre-Christian	era.	She	is	now	housed	in	museums	dedicated	to	ancient	
artefacts	around	Europe.	Seen	as	a	small	figurine,	depicted	in	many	variations,	but	all	with	life	
like	legs,	eyes	in	the	area	of	the	ovaries,	the	pubis	making	a	muzzle	or	mouth,	with	a	head	of	
hair,	styled,	in	the	area	of	the	organs.	She	is	a	bizarre	creature.	
																																								 																				
68			Quin	Moreland,	“40	years	of	Carolee	Schneemann’s	‘Interior	Scroll’”,	29th	August	2015.	
https://hyperallergic.com/232342/forty-years-of-carolee-schneemanns-interior-scroll/	
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Figure	22.		Ancient	Baubo	Figurines,	from	the	Neues	Museum,	Berlin,	Germany,	2013	
	
As	myth,	she	connects	to	the	story	of	Demeter,	Persephone	and	Hades.	Demeter	was	depressed	
because	her	daughter	had	been	kidnapped.	Nobody	could	help	or	reach	her	from	her	dark	cloud	
of	sadness.	And	the	Baubo,	said	to	have	been	an	older	woman	perhaps	a	hermaphrodite,	visits	
Demeter,	 lifts	up	her	 skirt	 causing	belly	 laughter	which	 invariably	broke	 the	depression.	She	
represents	belly	laughter	(mirth)	and	ambiguous	sexuality.69		
	
Lippard	captured	the	symbol	of	the	Baubo	in	Schneemann’s	performance	Interior	Scroll	(fig.	3);	
“courageous	stand	in	trying	to	present	a	primitive	unselfconsciousness	about	the	body,	poorly	
rewarded	 by	 the	 high	 art	world	 function	 in	 the	 same	way	 of	 the	maid	 figure	 Baubo	 in	 the	
Demeter	myth;	she	allied	the	Goddess’	sorrows	through	obscene	jokes	and	dances	and,	as	Nor	
Hall	has	put	it,	by	lifting	her	skirts,	lifted	her	spirits.”70		
	
																																								 																				
69			A.C.	Smythe,	Baubo:	Greek	Goddess	of	Mirth,	http://www.goddessgift.com/goddess-
myths/greek_goddess_baubo.htm.	
70			Lucy	R.	Lippard,	Overlay,	67.	
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Baubo	is	an	ambiguous	character,	in	some	accounts	she	has	been	considered	a	hermaphrodite.	
Saint	Clement	of	Alexandria,	an	early	Christian	Theologian	of	the	late	Hellenistic	period,	wrote	
scathingly	of	the	then	prevailing	Pagan	religion.	Scholars	of	his	writings	have	concluded	that	the	
Goddess	 Baubo	 was	 transgendered	 in	 some	 way,	 revealing	 parts	 of	 her	 body	 that	 were	
‘inappropriate	to	a	woman’.71	The	binary	gendered	ideals	imposed	by	the	Christian	religion	has	
its	roots	in	these	early	writings.	The	patriarchal	governing	principle	separates,	categorizes	and	
perfects	into	a	hierarchical	pillar	of	power.72		
	
I’m	 aware	 of	 the	 feminist	 position	 that	 critiques	 the	 use	 of	 goddess	 imagery	 by	 artists	 as	
adhering	to	prescribed	essentialism.	Linda	Nochlin,	shunned	this	kind	of	work:	‘I,	for	instance,	
disagreed	with	the	perhaps	unconscious	essentialism	of	those	who	propagated	Central	Imagery	
as	a	compositional	characteristic	of	women's	art,	or	believed	in	Great	Goddesses,	or	saw	women	
as	victims.’	73		
	
I	have	questioned	its	relevance	but	conclude	with	a	desire	to	see	a	positive	female	model	slotted	
into	the	canon	of	Western	art,	representations	of	woman	in	a	dignified	and	empowered	position	
of	status.	After	all,	you	can’t	completely	erase	history.	In	this	case	I	aim	to	correct	it.		Reflecting	
on	my	trips	to	the	museums	around	Europe,	an	older	woman’s	sexual	expression	is	not	given	
voice.	Even	in	contemporary	art,	 it	 is	always	young	women	who	use	their	bodies,	or	women	
whose	bodies	measure	up	to	a	conforming	ideal	of	body	type.	What	follows	a	long	tradition	in	
Christian	art	is	advertising	and	mass	media	of	the	twentieth	and	twenty-first	century	that	‘re-
territorialises’74		the	significance	of	representations	of	a	woman’s	body;	the	nubile	female	body	
as	the	ideal	object	of	desire.	Older	women	are	not	only	invisible	but	evoke	ridicule	and	disgust	
in	the	realm	of	sexuality.	In	Albrecht	Durer’s	Old	Woman	with	a	Bag	of	Coins,	he	has	chosen	to	
allegorise	greed	by	a	parody	of	an	old	women	who	has	missing	teeth	and	is	clutching	a	money	
bag.	(fig.	25)	As	there	are	few	representations	of	older	women	featured	in	Western	art	history,	
it	 is	obvious	that	this	painting	contains	inherent	misogyny.	Baubo	is	an	alternative	archetype	
for	the	older	woman	and	gives	value	to	feminine	role-modelling.	Baubo	liberates	us	through	
laughter,	celebration	and	fluidity.	
																																								 																				
71			Smyth,	Baubo:	Greek	Goddess	of	Mirth.		
72			Elizabeth	Grosz,	The	Nature	of	Sexual	Difference:	Irigaray	and	Darwin,	Angelaki:	Journal	of	the	
Theoretical	Humanities,	11th	Sep,	2012,	Vol.17,	Issue	2.	
73			Linda	Nochlin,	“Feminism	&	Art”,	141-149.		
74			Rosi	Braidotti,	et	al.,	Deleuze’s	Philosophy	on	Art	and	Life,	The	Deleuzian	Century	Art	Activism	and	
Life,	(Leiden/Boston:	Brill	Rodopi,	2015)	20.	
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Figure	23.		Cybele	Cox,	Three	Legged	Column	2015,	hand	built	ceramic,	chun,	gold	lustre	
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Figure	24.		Cybele	Cox,	Baubo:	Sacred	Fool,	2016,	hand	built	ceramic,	majolica,	gold	lustre		
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Figure	25.		Albrecht	Durer,	Old	Woman	with	a	bag	of	Coins	(Greed)	1503,	Kunsthistorisches,	Vienna	
	
BODY,	SEXUALITY	AS	SUBJECT				
Whenever	 I	 look	back	on	my	diary	entries	 I	see	again	and	again	a	similar	sort	of	catharsis;	a	
chant	of	dissatisfaction,	of	not	belonging	to	the	world,	not	liking	who	I	am	or	what	I	look	like.	
They	are	typical	contents	of	any	diary.	Reflecting	on	teenage	years	with	characteristically	low	
self-esteem,	I	felt	at	times	that	all	I	was	good	for	was	the	attention	of	men,	which	certainly	wore	
thin.	Having	spent	a	long	time	as	a	visual	artist	invested	in	the	history	of	western	art,	looking	at	
painting	 and	 sculpture	 in	many	 of	 the	major	 European	 collections	 I	 saw	 and	 felt	 a	 distinct	
omission	 of	 diverse	 representations	 of	 women.	 This	 lead	 to	 an	 investigation	 of	 alternative	
representations	of	women’s	bodies	in	pre-Christian	art.	I	could	see	an	unbroken	link	between	
old	 art	 and	 current	 media	 with	 well-established	 narratives	 of	 history	 reiterated	 in	 school	
curriculums,	advertising,	news	stories.	My	biggest	revelation	and	inspiration	to	make	art	is	that	
misogyny	belies	cultural	programming	for	the	‘manufacture	of	consent’.75		
	
																																								 																				
75				Andrew	Heywood,	Political	Ideas	and	Concepts:	An	Introduction.	London,	MacMillan,	1994.	100-
101.	
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The	 two	 phrases,	 ‘cultural	 hegemony’	 and	 ‘manufacture	 of	 consent’,	 were	 devised	 by	 the	
cultural	critic	and	writer	Antonio	Gramsci.76	Gramsci	saw	civil	society	as	the	public	sphere	which	
rules	through	consent.	He	calls	it	‘manufactured	consent’.	It	is	about	the	power	structures	of	
society	 in	which	 ideas	 and	beliefs	 are	 shaped,	where	bourgeois	 hegemony	 is	 reproduced	 in	
cultural	life	through	the	media,	universities	and	religious	institutions	to	manufacture	consent	
and	legitimacy.	It	legitimises	otherwise	counter-intuitive	ideas	such	as	women’s	bodies	seen	as	
other,	as	an	object,	cut	off	 from	spirit.	This	effect	 is	what	keeps	 the	patriarchal	overlords	 in	
place,	social	hierarchies	benefitting	those	above,	 in	control	and	all	powerful.	Ownership	and	
enslavement	of	women’s	bodies	in	support	of	a	labour	force	is	pivotal	in	the	social	ordering	of	
the	patriarchy.	In	the	20th	Century,	the	proliferation	of	images	in	advertising	of	representations	
of	women	are	mainly	in	diminished	roles	of	housewife,	women	selling	household	products	(fig.	
26)	and	nubile	sex	objects.	Todays’	statistics	reveal	that	women	get	paid	less	for	the	same	work	
as	men	and	this	hasn’t	altered.	77	The	alarming,	rate	worldwide,	of	the	murder	of	women	at	the	
hands	of	male	spouses,	is	downplayed	by	news	media	and	governments.	78		
	
	
Figure	26.		Advertising	poster,	c1972	79	
	 	
																																								 																				
76			Ibid.	
77			Isabelle	Sin,	“Women	paid	less	for	same	contribution	to	work,	and	sexism	to	blame-study,”	The	
Conversation,	August	29,	2017,	http://www.theconversation.com	
78			“Globally,	as	many	as	38%	of	murders	of	women	are	committed	by	a	male	intimate	partner”,	World	
Health	Organisation,	fact	sheet,	https://www.who.int	
79			Michael	Seville,	“Why	feminists	did	not	cause	feminism”	January	18th,	2014.	
http://www.returnofkings.com/24581/why-feminists-did-not-cause-feminism	
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As	a	propaganda	machine;	 it	carves,	omits	and	shapes	attitudes	to	women’s	bodies,	viewing	
natural	things	like	body	hair,	folds	of	flesh	and	crinkled	skin,	masturbation	as	‘abject’.80		
	
The	 old	 patriarchal	 rule	 of	 misogyny	 is	 firmly	 rooted	 in	 our	 gender-politics.	 But	 what	 is	
disturbing,	according	to	cultural	critic	Anneke	Smelik,	is	that	the	only	humans	to	not	have	body	
hair	are	children.	She	claims	that	fully	grown	women	are	shunned	and	omitted	and	replaced	
with	infantilised	bodies	in	the	image	of	young	girls.81	Capitalism	likes	weak	and	disempowered	
people	who	are	kept	in	a	constant	state	of	dissatisfaction	so	they	invariably	try	to	fill	the	gaping	
hole	in	their	souls	with	material	acquisition.	In	the	case	of	women’s	bodies,	decisions	are	made	
for	them	and	they	follow	this	line,	shaving	to	be	nubile,	anti-aging	creams	to	deny	the	idea	of	
death,	 hair	 products,	 anal	 bleaching	 to	 counteract	 dirtiness,	 cosmetic	 surgery	 to	 streamline	
bodies	into	a	manufactured	hegemonic	ideal.			
	
Smelik	 concludes	 that	 the	 repulsion	 stems	 from	a	 revulsion	 to	womanhood	 and	 that	 this	 is	
shaped	by	hegemonic	masculinity.	This	is	not	the	case	for	men.	Body	hair	is	seen	as	masculine.	
Masculine	Hegemony.	It	serves	capitalism	well	to	keep	the	binaries	intact	to	keep	people	ever	
striving	to	be	something	that	they	are	not.	A	recent	work	of	mine,	Vienna	Imp,	plays	with	the	
stereotype	of	spread	legs	and	exposed	vagina	but	reterritorializes	it	into	the	sacred	and	into	art,	
by	 referencing	 the	 Sheela-na-gig	 and	 stylizing	 with	 an	 exaggerated	 baroque	 shaped	 pubic	
region.	
																																								 																				
80			Julie	Kristeva,	The	Powers	of	Horror:	An	Essay	on	Abjection,	translated	by	Leon	S.	Ruodiez,	Columbia	
University	Press,	New	York,	1982.	
81			Anneke	Smelik,	“A	Close	Shave:	The	Taboo	on	Female	Body	Hair”,	Critical	Studies	in	Fashion	and	
Beauty	Volume	6	Number	2	2015	http://www.annekesmelik.nl/wp-
content/uploads/2016/03/Hairless-Body_Smelik.pdf	
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Figure	27.	Cybele	Cox,	Vienna	Imp,	hand	built	ceramic,	in	Rundgang,	Vienna	Academy	of	Fine	Art	2017	
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Figure	28.		Cybele	Cox,	Vienna	Imp,	hand	built	ceramic,	in	Rundgang,	Vienna	Academy	of	Fine	Art	2017	
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SHEELA-NA-GIG	IN	VIENNA	
While	observing	naked	women	in	the	shower	rooms	during	a	week	of	intensive	yoga,	it	struck	
me	as	quite	odd	 that	 I	 could	only	 see	women	with	 shaved	pubic	hair.	 I	hadn’t	 realised	how	
unfashionable	 pubic	 hair	 left	 wild	 had	 become	 across	 the	 younger	 and	 indeed,	 all	 the	
generations	of	women.	
	
During	my	exchange	program	in	Vienna	at	The	Academy	of	Fine	Arts,	I	decided	to	make	an	anti-
shaved	vagina	protest,	commenting	on	the	naked	Viennese	women	of	the	Bikram	Yoga	shower	
rooms.	Vienna	Imp	is	depicted	with	an	open	vagina	and	an	oversized	Baroque	shaped	pubic	hair	
(figs.	27,	28	&	29).	At	the	time	of	this	conception,	I	caught	a	survey	of	the	Baroque	woodcarver	
Johann	Georg	Pinsel	(fig.	30).	The	beards	and	hair	were	so	expressively	carved	and	I	conceived	
the	 idea	 to	make	a	distinguished	Baroque	beard	around	 the	vulva.	Ruminating	on	making	a	
contemporary	version	of	the	Sheela-na-gig,	questioning	how	such	an	ancient	symbol	could	be	
remade	and	be	relevant	to	not	only	my	experience,	further,	to	my	peers	and	fellow	women	and	
men.	It	took	four	weeks	to	build	and	during	this	time,	I	engaged	in	many	conversations	with	
curious	people	about	what	this	beastly	thing	was	and	why	I	was	building	it.	They	were	genuinely	
engaged	with	the	idea	and	found	it	curiously	amusing.		
	
The	physical	process	of	building	a	large	figurative	form	relates	directly	to	my	experience	of	the	
corporeal.	I	want	to	breathe	fresh	thinking	into	representation	of	the	female	body,	fusing	the	
sacred	with	the	profane	to	revitalise	the	experience	around	the	body.	Vienna	Imp	(figs.	27	&	28)	
is	a	large	vagina,	spread	open	by	her	own	hands	to	reveal	the	fleshy	insides.	The	boldness	of	
this	 pose	 is	 usually	 considered	 crass,	 and	 holds	 the	 negative	 association	 of	 sexual	 shame.		
Inverting	this	into	a	positive	representation	is	made	possible	by	the	knowledge	of	the	Sheela-
na-gig;	an	ancient	carving	with	a	sacred	significance.	Through	catharsis	and	humour	Vienna	Imp	
transforms	the	diminished	association	of	the	female	body	into	a	positive	expression	of	women’s	
sexuality.	The	abundance	and	movement	of	the	pubic	hair	came	to	represent	the	energy	pacing	
through	her	body.	
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Figure	29.		Cybele	Cox,	Vienna	Imp,	hand	built	ceramic,	Ceramic	Studio	in	Angewandt,	Vienna	2016-17	
	
Figure	30.		Johanne	Georg	Pinsel,	Ukraine,	Baroque	Woodcarver,	at	The	Belvedere,	Vienna	
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WHAT	IS	THE	SHEELA-NA-GIG?		
Once	sacred	the	Sheela-na-gigs	are	religious	carvings	of	women	from	the	Early	Christian	to	the	
later	Middle	Ages,	erected	in	churches,	over	the	doorways	of	castles	and	otherwise	placed	in	
very	prominent	positions.	They	were	said	to	be	lucky	charms	that	people	touched.	They	were	
found	all	over	Ireland	and	England	in	the	abbeys,	monasteries	and	churches.	82	
	
At	some	point	in	time	they	became	‘connected	with	practices	such	as	witchcraft	which	along	
with	other	aspects	of	pre-Christian	belief	such	as	the	local	wise	woman	or	the	folk	healer’,83	but	
by	the	17th	and	18th	century	the	attitude	to	them	had	drastically	altered,	in	keeping	with	the	
new	order	of	post-reformation	church,	they	were	nearly	all	removed	because	they	‘offended	
the	sensibilities	of	other	piously	motivated	peoples’.84	
	
	
Figure	31.		Cybele	Cox,	drawing	for	sculpture	of	Sheela-na-gig,	Vienna	diaries,	2016	
	
	
																																								 																				
82			Joanne	McMahon,	et	al.	The	Sheela-Na-Gigs	of	Britain	&	Ireland,	an	Illustrated	Guide.	Over	140	
Sheela-na-Gigs	Their	Symbology	&	Astronomy.		(West	Cork,	Ireland:	Key	Books	Publishing,	
Skibbereen,	1993).	
83			ibid.,	4	
84			ibid.,	2	
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The	fact	that	they	were	systematically	destroyed	over	the	centuries	tells	me	there	is	something	
really	potent	in	these	objects.	And	that	is	why	I	want	to	remake	these	symbols.	My	instincts	tell	
me	it	is	time	to	put	the	vagina	back	on	the	table	for	discussion,	education,	respecting	and	loving	
her.	Now	more	 than	 ever,	with	 an	out-right	misogynist	American	President	 in	 office	who	 is	
known	to	have	said	‘when	you’re	a	star,	you	can	do	it…you	can	do	anything…grab	her	by	the	
pussy’.	85	It	is	on	the	table	and	women	need	to	speak	up	and	be	represented	on	the	issue.	Not	
in	a	cold	scientific	way,	but	affective,	visceral	and	sensual.	Vienna	Imp	is	the	expression	of	the	
feeling	of	an	open	vagina,	 its	Baroque	curvy	pubic	hair	makes	a	humorous	alternative	to	the	
shaved	 vagina,	 that	 most	 people	 have	 come	 to	 think	 as	 ‘normal’.	 The	 sexual	 drives	 are	
important,	as	Rosi	Braidotti	stresses:	‘the	importance	of	sexuality	in	feminist	thought,	where	it	
is	perceived	critically	as	the	site	of	power,	struggles	and	contradictions’.86	
	
In	this	chapter	I	have	raised	the	issue	of	culture’s	sublimation	of	the	sexual	instincts	through	
the	manipulation	of	sexual	 identity,	with	particular	focus	on	women’s	bodies,	 in	maintaining	
the	 consumer	 capitalist	mind	 frame.	And	how	 in	 resistance	 to	 this	 force,	with	 the	 intent	 to	
liberate	us	from	the	tyranny	of	this	bond,	the	renewed	value	of	ancient	symbols	which	predate	
Christian	 iconography	 can	 be	 reinterpreted	 in	 contemporary	 art,	 placing	 value	 on	 the	 lived	
expression	 of	 the	 body,	 voicing	 autonomy	 as	 a	 political	 act.	 I	 introduced	 the	 cultural	 critic	
Antonio	Gramsci’s	cultural	Marxists	critique	of	‘cultural	hegemony’	to	a	feminist	discussion	on	
body	politics,	how	hegemony	is	used	and	reiterated	ad	nauseam	to	diminish	the	connection	and	
acceptance	to	our	individual	body	types.	I	 introduced	the	ancient	Sheela-na-gig	carvings	as	a	
symbol	 to	 be	 capitalised	 on	 in	 contemporary	 visual	 art	 as	 a	 method	 for	 un-shaming	 and	
empowering	the	identity	of	women	vagina’s,	seen	with	respect	to	full	womanhood,	complete	
with	a	shock	of	pubic	hair.	
	 	
																																								 																				
85			Danielle	Paquette,	“why	the	most	outrageous	parts	of	Donald	Trump’s	‘hot	mic’	comments,	isn’t	the	
vulgar	language,”	October	7,	2016,	http://www.washingtonpost.com	
86			Braidotti,	Metamorphoses,	25.	
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CHAPTER	THREE:		SEX	CLOWN,	WITCHES	AND	SIBYL	SPHINX	
	
In	 light	 of	 the	 knowledge	 of	 proliferations	 of	 manufactured	 representations	 of	 women	
circulating	globally	 in	 the	digital	mass	media,	positive	ontological	symbols	and	messages	are	
welcomed.	 The	 subject	 of	 feminism	 is	 committed	 to	 asserting	 diversity	 and	 difference	 as	 a	
positive	and	alternative	value.87	It	is	the	imperative	of	artists’	mythic	imagination	to	invent	and	
assert	representations	with	their	own	subjectivity	and	‘ontological	desire’.88	Betty	Grumble	is	
an	Australian	cabaret	performer	who	speaks	to	these	concerns.	
	
	
	
Figure	32.		Betty	Grumble,	Sex	Clown	Saves	the	World,	at	Adelaide	Fringe	Festival	2017	
	
																																								 																				
87			Braidotti,	Metamorphoses,	22.	
88			Ibid.,	22.	
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SEX	CLOWN,	CONTEMPORARY	BAUBO,	ECO-SEXUALITY	
Betty	Grumble’s	cabaret	show;	Sex	Clown	Saves	the	World	89	(fig.	32),	encompasses	a	new	world	
order	based	on	the	resurgent	principles	of	Gaia90	consciousness;	life	pulsing	through	all	things,	
beckoning	a	renewed	attitude	towards	our	bodies,	an	intelligent	embodiment	manifested	in	the	
form	of	a	sex	clown.	Grumble	honours	the	Goddess	Baubo.91	Aligning	our	bodies	to	the	earth,	
feeling	sexual	liberation	and	love	through	an	identification	of	earth	as	lover,	she	delivers	her	
message	 through	 humour,	 true	 to	 Baubo	 mythology;	 Goddess	 of	 Mirth.	 She	 proffers	 the	
maintenance	of	balance	to	the	ecology;	one	of	respect,	joy	and	sensual	pleasure.	This	she	calls	
‘Eco-Sexuality’.	 Grumble	 follows	 the	 lineage	 and	narrative	 of	 artist	 and	 sex	 educator,	 Annie	
Sprinkle,	herself	a	celebrant	of	eco-sexual	marriages,	which	are	performed	in	nature.	The	aim	
of	the	eco-sexual	is	to	connect	the	pleasure	and	sensation	felt	in	the	body	to	the	pulse	of	the	
earth	and	sexuality.	It	is	peaceful	and	in	harmony	as	a	practice.92	
	
Grumble	pays	homage	to	hallucinogens	in	elucidating	how	the	mind	expands	to	visualize	how	
energy	flows	through	all	 things,	plant,	 insect,	human,	animal,	 in	 fact	all	matter.	How	a	small	
dose	of	a	plant	based	hallucinogenic	can	bring	you	back	into	your	body,	raising	consciousness	
out	of	 the	 framework	of	arbitrary	behavioural	 rules,	 feeling	your	 sensuality,	breathing	air	 in	
metaphorically	from	the	earth	and	feeling	it	rise	in	through	your	vagina	with	your	hands	over	
the	belly,	over	your	breasts	and	up	 to	clear	 the	mind;	breath	 in	and	out,	breath	 in	and	out,	
repeatedly.	Marijuana	 in	particular	 is	a	tension	breaker,	depending	on	whether	you	are	 free	
enough	 or	 indulgent	 enough	 to	 go	 into	 deep	 relaxation.	 As	 Terence	 McKenna	 says,	 the	
experience	you	have	on	hallucinogens	accentuates	psychological	states	already	occurring	under	
the	layer	of	consciousness.93	Intention	is	key.	
																																								 																				
89			Betty	Grumble,	“Sex	Clown	Saves	the	World”,	performed	at	Adelaide	Fringe	Festival,	2017.		
90			James	Lovelock,	Homage	to	Gaia	‘Gaia…the	metaphor	of	a	living	Earth’,	p.241	Oxford	University	
Press	2000.	
91			‘I	honour	the	healing	power	of	Baubo,	the	sexually	liberated	Goddess	of	laughter	that	ripples	
through	women’s	histories	and	connects	us	in	resistance’.	Betty	Grumble,	Instagram	post,	
(@bettygrumble)	March	8th	2017,	https//www.instagram.com.	
92			Neil	McArthur	‘It	wasn't	until	2008	that	it	began	its	evolution	towards	a	fully-fledged	social	
movement,	when	Sprinkle	and	Stephens	began	officiating	ecosexual	weddings.	The	two	artists	had	
been	active	in	the	marriage	equality	movement,	and	they	wanted	to	harness	that	energy	for	
environmental	causes.	Stephens	has	said	that	their	aim	was	to	reconceptualise	the	way	we	look	at	
the	earth,	from	seeing	the	planet	as	a	mother	to	seeing	it	as	a	lover’.	“Ecosexual's	Believe	Having	
Sex	with	the	Earth	Could	Save	It”.	
93				‘Psychedelics	are	to	psychology	what	telescopes	in	the	sixteenth	century	were	to	astronomy,	they	
are	powerful	agents	for	uncovering	the	structure	and	potential	of	the	human	mind’,	McKenna,	
Archaic	Revival,	9.	
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Grumble	 is	 a	 contemporary	 Baubo,	 in	 that	 she	 is	 humorous	 and	 daring,	 using	 overt	 sexual	
expression	to	tease	and	gasp.	Sexual	expression	is	a	form	of	political	resistance	to	a	fascistic	
notion	of	sexual	repression.94	This	idea	of	sexual	repression	as	a	construct	of	the	social	ordering	
of	culture	 is	 further	explained	by	psychologist	Phillip	Mollen’s	hypothesis:	 ‘sexuality,	with	 its	
biological	 imperative,	 …threatens	 to	 dissolve	 the	 symbolic	 boundaries	 of	 culture	 and	 thus		
disturb	 the	 order	 of	 social	 structure,	 which	 is	 why	 sex	 is	 experienced	 as	 frightening	 and	
shameful’. 95 	Baubo	 is	 a	 mythological	 liberator,	 especially	 for	 women,	 in	 her	 unashamed	
sexuality,	clowning	around	and	exposing	her	genitals.	
	
In	a	skit,96	Grumble	rips	tape	off	her	breast,	and	sticks	it	on	the	head	of	an	audience	member,	
as	 if	 to	 anoint	 him	 into	 the	Gaia	 eco-sexual	 religion.	 In	 so	 doing	 she	 inverts	 the	 ban	 on	 an	
exposed	nipples	symbol97	into	a	religious	cross,	ridiculing	it	of	its	Christian	symbolism	that	has	
for	centuries	wielded	power	over	its	subjects.	 It	 is	a	rebellious	act,	an	act	that	asserts	sexual	
authority	over	her	own	body.	Grumble	is	a	different	version	of	the	performative	aspect	of	my	
work,	She-Devil	and	Vienna	Imp	combined.	
	
In	Western	historical	art,	representations	of	mature	women	as	strong,	powerful	sexual	healers	
with	wisdom	 is	 curiously	missing	 from	 the	grand	narrative.	The	poisoning	 that	Christian	 law	
inflicted	on	our	natural	rhythms,	the	relationship	to	our	bodies	and	to	erotic	love	has	had	an	
insidious	effect	that	is	still	playing	out	in	contemporary	Western	culture,	in	the	split	from	the	
body,	 and	 sexuality,	 alive	 today	 by	 the	 Christian	 moral	 codes	 of	 social	 conduct	 through	
persistence	 of	 sexual	 shame,	 monogamy,	 the	 marriage	 contract,	 a	 high	 price	 on	 women’s	
virginity	and	the	idea	of	wickedness.	98		
	
																																								 																				
94			‘The	goal	of	sexual	repression	is	to	produce	an	individual	who	is	adjusted	to	the	authoritarian	order	
and	will	submit	to	it	in	spite	of	all	misery	and	degradation’,	Wilhelm	Reich,	The	Mass	Psychology	of	
Fascism,	(London,	UK:	Penguin	Books,	1975).	
95			Edited	by	Clair	Pajaczkowska	and	Ivan	Ward,	Shame	and	Sexuality,	Psychoanalysis	and	Visual	
Culture,	Routledge,	London,	New	York	p.11.	
96			Grumble,	“Sex	Clown	Saves	the	World”.	2017.	
97			Facebook	and	Instagram	intercepts	all	images	of	exposed	female	nipples	with	a	substitute.	
98			‘as	a	salvation	cult,	early	Christianity	based	its	scheme	of	redemption	on	the	premise	of	female	
wickedness.	Salvation	was	needed	because	there	had	been	a	Fall,	brought	about	by	archetypal	
Woman’.	Barbara	G.	Walker,	Women’s	Encyclopaedia	of	Myths	and	Secrets,	(San	Francisco	New	
York:	Harper,	1983),	Introduction	viii.		
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The	 witch-hunts	 of	 modern	 early	 Europe99	was	 an	 attempt	 to	 eradicate	 women’s	 inherent	
position	 as	 lover/nurturer/healer	 and	 whose	 connection	 to	 paganism	 was	 demonized	 and	
sullied	in	the	collective	imagination.	In	a	detailed	study	of	Medieval	and	Reformation	traditions,	
Jonathan	B.	Durrant	describes	the	rampant	conflation	of	women’s	actions	as	 local	healers	of	
menstrual	 and	 birthing	 practices	 in	 the	 Interrogations:	 ‘They	 drew	 on	 a	 common	 stock	 of	
knowledge	which	was	more	closely	tied	to	medicine	in	its	prescriptions	and	practices	than	to	
folklore…certain	forms	of	medical	knowledge…were	being	diabolized	in	the	construction	of	the	
confession	 narrative’. 100 	The	 persecution	 over	 the	 sixteenth	 and	 seventeenth	 centuries	 in	
Europe	and	North	America	almost	succeeded	in	terminating	the	women	who	practiced	Pagan	
traditions.		
	
Salvatore	Rosa’s,	Witches	at	their	Incantations,	(fig.	33)	depicts	a	group	of	witches	in	the	period	
of	the	witch	trials	and	burnings.	It	is	an	animated	and	invented	allegory	of	a	pagan	sex	and	death	
cult.	It	plays	into	the	Christian	notion	of	the	satanic	cults	of	witches	and	paints	them	as	a	scary	
and	ugly	group	of	old	ladies	conducting	evil	spells	and	rituals.	Witchcraft	was	repressed	to	the	
point	of	eradication,	so	was	not	present	in	many	depictions	in	art.	Rosa’s	is	a	rare	example	of	
this	repressed	area	of	human	activity,	showing	female	agency.	
	
	
																																								 																				
99			“Between	1450-1750,”	Brian	P.	Levack,	The	Witch	Hunt	I	Early	Modern	Europe,	(London:	
Longman/Pearson,	2006),	summary.	
100		Jonathan	B.	Durrant,	Witchcraft	Gender	and	Society	in	Early	Modern	Germany,	Vol.124	(Boston:	
Brill,	Leiden,	2007)	188.	
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Figure	33.		Salvator	Rosa,	Witches	at	Their	Incantations,	1646,	Courtesy	of	The	National	Gallery	London		
	
My	work	is	concerned	with	the	fantasy	construction	of	a	mythic	‘pre-history.’	Witchcraft	seen	
in	 a	 positive	 light	 is	 a	 large	 aspect	 of	 the	 repressed	 feminine	 seldom	 seen	 in	 the	 history	
museums	around	Europe.	My	aim	is	to	insert	archetypes	that	from	my	perspective	are	missing	
from	the	canon.	I	am	deeply	connected	to	Western	art	history,	through	my	practice	of	drawing	
and	it	is	a	vital	point	of	reflection	on	where	I	might	see	myself	mirrored	back.	But	empowered,	
positive,	dignified	and	 in	sync	with	my	nature,	my	own	subjectivity	as	a	woman.	As	Terence	
McKenna	suggests	in	Archaic	Revival,	we	need	to	go	back	in	time	to	a	point	in	history	where	we	
can	possibly	anchor	ourselves,	and	for	this	 I	 look	to	the	ancient	Pagan	Gods	and	Goddesses.	
Barbara	G.	Walker	writes	that,	‘The	older	concept	of	the	female	Holy	Trinity	ruling	all	cycles	of	
birth,	life	and	death	in	her	Virgin,	Mother	and	Crone	forms,	was	destroyed	by	Christian	attacks	
on	her	temples,	scriptures,	rituals	and	followers’.101	I	have	employed	Walker’s	book	on	many	
occasions	to	instigate	the	creation	of	characters.	It	is	an	enrichening	history	for	a	woman	and	
sparks	many	thoughts	and	imaginings	about	what	a	mythic	past	might	look	like.		
	
																																								 																				
101			Walker,	Women’s	Encyclopaedia	of	Myths	and	Secrets,	Introduction	viii.	
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Figure	34.	Hieronymus	Bosch,	detail,	The	Last	 Judgement,	1506-1508,	 courtesy	of	Alte	Pinakothek,	
Munich	
	
The	15th	Century	artist	Hieronymus	Bosch	depicted	scenes	of	Hell	in	a	nightmarish	and	sinister	
way	 (figs.34	&	35).	Hybrids	of	 animal,	monsters,	metal	 tools,	 body	parts,	 crawl	 and	hang	 in	
eternal	damnation.	This	was	extreme	Christian	times,	and	the	witch	hunts	and	persecution	of	
Women	was	at	 its	height.	 ‘Harshest	of	all	were	the	heavenly	Fathers	punishments:	a	terrible	
vision	of	eternal	torture	developed	out	of	men’s	fear.	The	Christian	Hell	was	the	most	sadistic	
fantasy	ever	to	masquerade	as	fact.	Churchmen	used	it,	not	only	to	terrify	naïve	congregations	
into	 compliance,	 but	 also	 to	 excuse	 the	 torture	 and	burning	of	witches.	 Inquisitors	 said	 the	
eternal	punishment	would	begin	in	this	life,	continuing	up	to	the	victim’s	death’.102	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
Figure	 35.	 Hieronymus	 Bosch,	 detail,	 The	 Last	 Judgement,	 1506-1508,	 courtesy	 of	 Alte	
Pinakothek,	Munich	
	
																																								 																				
102			ibid.	
	 	 	
	 52	
By	ruling	with	fear,	the	Christian	ideology	repressed	witchcraft	with	a	punishment	of	eternal	
damnation,	as	is	depicted	in	the	many	scenes	of	Hell	in	Bosch	paintings.	The	return	of	the	Witch	
as	a	positive	feminist	archetype	was	seen	in	the	Irish	Pavilion	at	the	2017	Venice	Biennale.	Artist	
Jesse	Jones	created	a	video	performance	installation	of	a	mother/witch	archetype	of	gigantic	
proportion	(fig.	36).	This	idea	sprung	out	of	casting	the	imagination	back	to	when	as	infants	we	
saw	the	mother,	 leaning	over	the	crib	as	a	giant	with	enormous	power	as	our	collective	first	
encounter.	If	we	could	all	remember	this	encounter,	Jones	fantasizes,	and	mobilize	the	memory	
we	wouldn’t	have	the	patriarchy.103	
Figure	36.		Jesse	Jones,	stills,	Actress	Olwen	Fouéré	in	Tremble	Tremble	at	The	Venice	Biennale	2017	
	
Jones	hopes	the	work	speaks	to	those	who	are	struggling	to	engage	with	a	world	where	fake	
news	is	allowed	to	dictate	the	political	agenda.	People	are,	says	Jones	‘very	confused	with	this	
break	in	truth	and	language,	and	it’s	a	break	between	our	bodies	and	our	conscious	minds.	We	
have	to	find	a	way	to	access	things	that	are	held	in	our	body	and	articulate	them’.104	I	feel	much	
affinity	with	 the	work	Tremble	Tremble	 (fig.	 36),	 as	 it	 reiterates	 the	need	 to	 invert	negative	
feminine	archetypes,	such	as	the	witch,	to	activate	a	kind	of	unconscious	memory	of	woman	as	
healer,	nurturer	and	powerful.	
The	old	woman	who	is	and	feels	invisible	in	the	dominant	culture	lost	her	prominence.	It	was	
the	 medieval	 metamorphosis	 of	 the	 wise	 woman	 that	 changed	 the	 word	 crone	 from	 a	
compliment	into	an	insult	and	established	the	stereotype	of	malevolent	old	womanhood	that	
still	haunts	old	women	today.105		The	old	woman	as	the	wise	old	crone,	a	powerful	life	and	death	
																																								 																				
103		Jesse	Jones	Interview,	“Tremble	Tremble,	Pavilion	of	Ireland,	Venice	2017”,	(Interview	by	Veronica	
Simpson,	2017),	video,	14:02,	5	December	2017,	https://www.vimeo.com	
104		ibid.,	comments.	
105		Barbara	G.	Walker,	The	Crone:	Woman	of	Age	Wisdom	and	Power,	122.	
Figure	35.	Jesse	Jones,	stills,	Actress	Olwen	Fouéré in	Tremble	Tremble at	the	Venice	Biennale	2017
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bringer	 symbol	 is	 given	 the	 lived	 experience	 through	 live	 performance	 in	 Jones’s	 Tremble	
Tremble	and	my	work	She	Devil.		
	
SIBYL	SPHINX	
My	sculpture	Sibyl	Sphinx	is	an	invented	character	that	was	made	and	exhibited	in	2017	in	the	
first	 incarnation	 of	Ornamental	 Hallucination106	(figs.	 37	 &	 38).	 The	 Sibyl	 is	 a	 mythological	
feminine	 archetype	 that	 is	 missing	 from	 contemporary	 vernacular.	 Essentially	 Sibyls	 were	
prophets	who	pronounced	oracles	over	hundreds	of	years	before	Christianity	 took	hold	and	
drove	them	away.107	Jones’s	Tremble	Tremble	also	plays	with	this	outmoded	feminist	archetype,	
as	the	giantess	has	the	appearance	of	a	sage,	with	long	white	hair	and	knobbly	fingers	ritually	
gesturing.		
	
The	Sibyls	were	seers	signifying	a	way	for	people	of	the	ancient	world	to	understand	the	psyche.	
Today	we	seek	guidance	from	a	psychologist	or	psychiatrist.	My	Sibyl	Sphinx	is	a	hybrid	creature,	
a	 blend	 of	 all	 attributes	 lost	 to	 the	 contemporary.	 She	 sits	 like	 an	 animal	 because	 she	 is	
connected	to	her	 instincts.	And	while	her	 limbs	and	torso	are	male	 in	physique,	she	wears	a	
medieval	styled	armour	of	feminine	glory;	five	boobs	hang	form	chainmail,	two	female	faces;	
one	on	each	shoulder	as	a	protective	padding.	The	crowned	satyr	head,	symbolic	creature	of	
the	woods,	was	the	human	archetype;108		an	inspired	reveller.	She	squats	like	a	frog,	reminding	
us	that	our	animal	resides	in	the	body’s	posture.	
	
	
	
																																								 																				
106		Cybele	Cox,	Ornamental	Hallucination,	exhibition	at	First	Draft,	2017.	
107		Marina	Warner,	From	the	Beast	to	The	Blonde,	(London:	Chatto	and	Windus,	1994),	3.	
108		‘The	Satyr…was	the	archetype	of	man,	the	expression	of	his	highest	and	most	intense	emotions,	an	
inspired	reveller	enraptured	by	the	closeness	of	his	god…the	harbinger	of	wisdom	from	the	breast	
of	nature,	a	symbol	of	nature’s	sexual	omnipotence,	which	the	Greeks	were	accustomed	to	
considering	with	respectful	astonishment’.	Friedrich	Nietzsche,	The	Birth	of	Tragedy,	(England:	
Penguin	Books,	1993),	40.		
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Figure	 37.	 Cybele	 Cox,	 Sibyl	 Sphinx,	 hand	 built	 ceramic,	 oil	 paint,	 115	 x	 64	 x	 50	 cm,	 Ornamental	
Hallucination,	First	Draft,	2017	
	
Through	 this	 work	 in	 my	 fantasy,	 I’m	 attempting	 to	 evoke	 an	 ancient	 mystical	 icon	 that	
resonates	with	the	collective	mythic	imagination,	with	the	same	potency	as	the	Virgin	Mother	
Mary	has	had	in	the	last	thousand	years	of	Western	religious	worship.	She	is	however	a	more	
empowered	deity.	Active,	connected	to	nature,	to	sex	and	to	the	psychic	mystical	realm.	
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Figure	38.		Cybele	Cox,	installation	view,	Ornamental	Hallucination,	First	Draft,	2017	
	
Transgender	 identity	 is	 a	 very	 current	 theme	 for	 both	 the	 mainstream	 and	 feminist/queer	
discourse.	Men	who	are	discovering	their	feminine	expression	and	identity	can	cause	outrage.	
It’s	such	an	insult	to	the	patriarchy	for	men	to	feel	and	express	the	feminine,	which	can	result	
in	 hate	 crime,	where	men	 are	 violently	 beaten	 to	 death	 for	 such	 a	 thing.	 In	 Sibyl	 Sphinx,	 I	
imagined	this	creature	to	be	a	blend	of	man	and	woman,	hinting	at	his	penis	and	her	boobs.	
	
THE	MYTHOLOGY	OF	NON-BINARY	POSITIVE	ROLE-MODELS	
I	think	it’s	important	for	artists	to	represent	alternative	voices	reinforcing	positive	values	that	
are	harmonious	of	being	integrated	in	mind,	body	and	spirit.	 I	am	speaking	of	freedom	from	
harmful	 thoughts	 about	 what	 it	 is	 to	 feel	 and	 be	 the	 animal;	 an	 intuitive	 and	 higher-
consciousness	 of	 human	 expression.	 Like	 dogs	 licking	 their	 genitals	 on	 the	 couch	 kind	 of	
freedom.	 Loving	 each	 other	 and	 accepting	 each	 other	 and	 appreciating	 the	 act	 of	 drawing-
breath-on-this-beautiful-planet	kind	of	freedom.	I	would	like	my	work	to	evoke	this	realization	
of	being	alive,	so	that	it	never	gets	crushed	by	an	ideology	that	says	no	to	you	being	comfortable	
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in	who	you	are.	Being	at	peace	within	your	own	skin	and	not	having	to	pretend	to	be	someone	
else	to	earn	acceptance.	Rosi	Braidotti	calls	this	ontological	desire.	109	
	
Sexual	Freedom	is	a	political	act	of	resistance	to	the	social	structuring	of	culture	and	language.	
In	a	book	called	Shame	and	Sexuality,	Psychoanalysis	and	Visual	Culture,	Malcolm	Pines	says:	
‘Sexual	freedom	is	frequently	seen	as	undermining	of	cultural	achievements.	Thus,	religious	and	
ideological	 political	 groups	may	 condemn	 sexual	 liberty,	 whilst	 those	wishing	 to	 overthrow	
established	culture	will	invoke	sexual	freedom’.110	I	place	myself	in	line	with	Betty	Grumble	in	
defying	acts	of	suppression	of	the	feminine.	I	want	to	shift	long	standing	negative	elements	of	
an	established	culture	still	bound	to	patriarchal	restraints.	
	
LEONORA	CARRINGTON	AND	THE	OCCULT	
The	tarot,	astrology	and	various	occult	and	esoteric	branches	of	knowledge	are	linked	with	the	
concerns	of	my	work.	These	were	some	of	the	areas	that	were	mined	to	liberate	the	human	
imagination	and	one	of	 the	defining	 characteristics	of	 the	Surrealist	movement	 through	 the	
early	 half	 of	 the	 20th	 Century.111 	When	 creating	 a	 character,	 doing	 the	 genesis	 for	 a	 new	
sculpture,	I	rely	on	a	few	unconscious	threads	in	the	visualising	stages.	Pulling	a	tarot	card	for	
the	Sibyl	Sphinx	helped	me	understand	the	qualities	of	this	particular	character.	And	as	it	was	
the	Ace	of	Swords,	I	decided	to	embed	the	crown	into	the	head	of	the	goat,	in	reference	to	the	
symbolism	 of	 the	 card.	 The	 sword	 piercing	 through	 the	 crown	 is	 a	 symbol	 of	 the	 intellect,	
piercing	the	confines	of	the	ego-driven	mind	refining	it	through	study,	as	the	blade	of	the	sword	
needs	to	be	crafted	‘the	perfection	of	the	mind	needs	to	be	tempered	by	the	experience	and	
emotional	suffering	that	tests	it,	to	attain	its	realization,	the	sword	pierces	through	the	crown;	
it	does	not	remain	imprisoned	within	the	individual	mind	governed	by	the	notion	of	power’.112	
This	informed	the	character	of	Sibyl	Sphinx	and	as	I	sculpted	I	meditated	on	the	idea.	The	use	
of	chance	and	intuitive	understanding	as	strategy	for	creative	manifestation	disrupts	the	notion	
of	rationalisation	as	the	dominant	driver	of	production.	
	
																																								 																				
109		Braidotti,	Metamorphoses,	22.	
110		Malcolm	Pines,	Shame	and	Sexuality,	Psychoanalysis	and	Visual	Culture,	Edited	by	Clair	
Pajaczkowska	and	Ivan	Ward	(New	York	London:	Routledge),	30.	
111		Nadia	Choucha,	Surrealism	and	The	Occult,	(Oxford,	UK:	Mandrake,	1991),	summary.	
112		Jodorowsky,	The	Way	of	Tarot,	273.	
	 	 	
	 57	
In	a	broad	sense,	I	am	attracted	to	artists	whose	interest	is	along	these	lines.	It	was	Alejandro	
Jodorowsky’s	tarot	deck	and	book	that	lead	me	to	review	the	work	of	Leonora	Carrington,	who	
I	hadn’t	considered	any	allegiance	with	until	this	point.	Jodorowsky	first	learned	the	tarot	from	
Carrington	herself	in	Mexico	in	the	1950’s.113	Carrington	was	very	influenced	too,	by	the	study	
of	Celtic	myths	and	a	plethora	of	occult	influences.	She	was	fascinated	by	witchcraft	and	a	form	
of	animism	central	to	an	ancient	Hispanic	belief	known	as	‘nahual’;	114	a	belief	that	every	person	
is	born	with	an	animal	spirit,	that	will	guide	and	protect	them	throughout	their	lives.	Hybrids	of	
animals	and	humans	are	a	richly	textured	subject	for	Carrington.		
	
The	occult,	fairy-tales	and	mythology	are	a	great	source	of	inspiration	to	weave	a	narrative	of	
one’s	own	to	tell	stories	that	make	sense	to	the	individual,	of	the	unconscious	impulses	that	
drive	 us.	 Stylistically,	 I	 feel	 a	 strong	 aesthetic	 pull	 to	 Carrington,	 my	 past	 paintings	 have	 a	
similarity	(figs.	39	&	40).	I	think	there	is	a	strong	similarity	between	her	painting	style	and	that	
of	Hieronymus	Bosch,	who	influence	the	three	imp	figures	in	my	painting	Dragon	and	The	Imps	
2010	(fig.	40),	The	Last	Judgement	1506-1508	(figs.	34	&	35).	
	
	
																																								 																				
113		ibid.,	5.	
114		Teresa	Arcq,	Essay,	A	world	Made	of	Magic,	Leonora	Carrington,	Irish	Museum	of	Modern	Art,	
Chichester:	Pallant	House	Gallery,	2010.	
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Figure	39.	Leonora	Carrington,	El	Nigromante	(The	Conjurer),	1950,	oil	on	canvas,	
courtesy	of	Weinstein	Gallery	
	
	
Figure	40.		Cybele	Cox,	Dragon	and	The	Imps,	2010	acrylic	and	oil	on	panel,	artists	frame	
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In	this	chapter	I	have	talked	about	the	importance	of	inverting	negative	feminine	archetypes.	
The	connection	made	between	sixteenth	century	witch-hunts	to	contemporary	sexual	shaming	
and	disempowerment	of	women’s	bodies	in	the	contemporary	cultural	lexicon	is	an	important	
and	ever	relevant	thread.	I	have	given	contemporary	examples	of	artists	who	are	working	with	
ancient	feminine	symbols,	breathing	new	life	and	form	into	them.	And	I	have	discussed	my	work	
in	terms	of	sexual	freedom	as	a	political	act	and	the	influence	of	the	occult	in	understanding	the	
psyche,	 in	 a	 way	 that	 breaks	 from	 the	 limitations	 of	 the	 disempowering	 effects	 of	 binary	
thinking.		Folktales,	mythology	and	occult	systems	of	knowledge	are	a	more	direct	link	to	the	
unconscious	and	the	imagination	and	forms	the	basis	of	the	major	themes	in	my	work.		
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CONCLUSION	
	
In	this	research	paper,	Ornamental	Hallucination,	I	introduced	the	psychedelic	experience	as	a	
philosophical	framework	to	resist	the	manufacture	of	culture	and	its	ensuing	manipulation	of	
the	social	constructions	within	Western	capitalist	society.	The	imagination	is	kept	alive	in	folk-
lore	and	fairy-tale,	literature	and	art	and	is	one	of	the	basic	instruments	capable	of	envisioning	
utopias.	Placed	somewhat	at	the	periphery	of	the	capitalist	modes	of	production	and	labour,	
artists	are	at	 liberty	to	take	seriously,	absurd	notions	of	reality.	Art	 is	granted	free	access	to	
conceptualise	preposterous	ideas	of	unestablished	thought	which	is	vital	for	seeding	new	ideas	
of	 being	 in	 the	 world.	Manufactured	 culture	 is	 the	 enemy	 to	 the	 imagination	 according	 to	
exponents	of	the	psychedelic	experience,	its	purpose	being	to	distract	and	dissolve	the	instincts	
and	 to	 control	 and	 condition	 human	 consciousness.	 Encounters	with	 psychedelics	 offers	 an	
alternative	 mind	 frame	 which	 holds	 the	 possibility	 to	 enter	 wholly	 into	 a	 dreaming	
consciousness,	transcending	established	perceptions	of	thought	within	the	dogma	of	progress	
and	scientific	materialism.	
	
One	particular	invented	allegory	from	the	theories	of	Terence	McKenna	describes	when	we	‘fell	
into	history’.	A	period	of	time	in	our	collective	ancestry	before	the	invention	of	agriculture	when	
our	dominant	hierarchical	traits	were	interrupted	by	the	introduction	of	psilocybin	into	the	diet.	
McKenna	hypothesises	this	age	to	have	been	a	peaceful,	loving	and	shared	human	existence	in	
harmony	with	nature.	‘Archaic	Revival’	is	the	notion	of	going	back	to	a	previous	time	to	redress	
the	imbalance	humans	have	in	the	natural	world	and	correct	the	repressed	feminine	principle.	
At	the	end	of	Chapter	One	the	thesis	places	McKenna’s	claim	when	humans	‘fell	into	history’	
alongside	 the	 infamous	Christian	 iconography;	 ‘The	 Fall	 of	 The	Damned’.	This	 is	 an	 allegory	
about	the	expulsion	of	heretical	gods	and	goddesses	of	Paganism	that	can	be	redeemed,	I	argue,	
along	with	their	feminine	alliance	to	witchcraft,	shamanism,	oracles,	the	occult,	fluid	sexuality	
and	nature	worship.	This	here	is	the	seed	of	my	artistic	practice	which	proposes	a	re-flowering	
of	the	spiritual	into	contemporary	art	discourse.	
	
The	 historical	 subject	 of	 art	 is	 masculine.	 Women	 are	 misrepresented	 and	 marginalized	 in	
Western	art	and	mythology.	Ornamental	Hallucination	explores	the	reconstruction	of	a	mythic	
prehistory.	 Through	 research	 of	 ancient	 female	 deities	 found	 in	 pre-Christian	 and	 pre-
Romanesque	art,	traces	of	sexual	autonomy	are	fantasised	for	an	imagined	feminist	utopia	of	
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embodiment,	lived	action	and	mystical	empowerment.	I	give	examples	of	positive	role	models	
and	 the	 inversion	of	 negative	 stereotyping	 as	 a	 corrective	 in	 the	 archetypal	 characters:	 The	
Baubo,	Sheela-na-gig,	She-Devil,	Vagina	Dentata,	Witch	and	Sibyl	Sphinx.	The	creation	of	these	
archetypal	characters,	stir	and	re-enforce	the	collective	mythic	imagination.		
	
Ornamental	 Hallucination	 outlines	 that	 sexuality	 has	 a	 stressed	 importance	 in	 aspects	 of	
feminist	 thought	 where	 it	 is	 perceived	 critically	 as	 the	 site	 of	 power,	 struggles	 and	
contradictions	according	to	theorists	Rosie	Braidotti	and	Linda	Nochlin.	I	track	several	examples	
of	20th	and	21st	century	women	artists	who	have	made	the	body	and	sexuality	the	subject	of	
their	work	to	unpick	the	immutable	objectification	of	women’s	bodies	through	the	‘male	gaze’.	
Performance	 art	which	 has	 its	 lineage	 in	 the	 ‘happenings’	 of	 2nd	wave	 feminism,	 the	 thesis	
claims,	underpins	the	vitality	of	sexual	expression	for	contemporary	cabaret	and	performance	
art.	 In	 the	 light	of	 the	 ideas	unpacked	 in	Chapter	Two	and	Chapter	Three,	notions	of	 sexual	
sovereignty	act	as	a	political	agitator	and	 lead	a	crusade	 to	continue	pioneering	 the	path	of	
ontological	desire.	
	
The	 repressed	 feminine	 might	 hold	 secrets	 to	 missing	 keys	 that	 unlock	 our	 innate	 power,	
knowledge,	intuition,	wisdom	and	sovereignty.	Disrupting	the	dominant	narratives	and	dogmas	
of	Christian	symbolism	and	the	20th	and	21st	century	‘manufacture	of	consent’	invoke	alternate	
voices	to	the	cultural	hegemony	stated	in	Antonio	Gramsci’s	Prison	Notebooks.	It	is	from	this	
point	that	I	position	my	art	to	enable	fantasies	that	defy	the	suppression	of	the	feminine	from	
within	the	hierarchical	patriarchy.	The	aim	here	being	to	shift	longstanding	negative	elements	
held	within	the	bond	of	language	and	visual	representation.		
	
What	my	research	uncovered	in	Ornamental	Hallucination	was	the	employment	of	humour	and	
mockery	as	a	major	strategy	in	art	to	invert	entrenched	negative	stereotypes	of	women,	from	
objectified	and	sexually	impotent,	or	old	and	ugly,	to	give	agency	to	the	sexually	autonomous,	
wise	and	powerful.	
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